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The subject of the proposed thesis is, the modes of redemption in 
major tragedies of Shakespeare.) Relying on various books, the proposed 
study maintains that redemption Jies in the state of being saved from the 
power of eviL Accordingly, this study identifies several modes through 
which man can save himself from the power of evil. These modes are: 
Through God's grace, through Christ's atonement and, through the 
knowledge of self which man can attain by comparing and contrasting 
his self with the divine order of the created universe. In order to present 
a critical opinion on the main assumption and to frace the underlying 
pattern of redemption in major tragedies, the thesis is neatly divided in 
six chapters and a conclusion. 
The introductory chapter is divided in two parts: section (a) is 
concerned with the religious and philosophical background of the age. 
The aim is to identify the underlying pattern of redemption; section (b) 
is concerned with a brief survey of the study of major tragedies with a 
bearing on the present subject. 
Section (a) is devoted to a detailed study of the religious and 
philosophical background of the age. This includes the study of the 
Elizabethan notions of cosmic order, chain of being, place and aim of 
man in the universe, sin and chaos. Consequently a world picture 
emerges before us, which was theocentric and in which the notion of 
cosmic order was of paramount interest and didactic in impulse. fThis 
world-picture reminded the Elizabethans of a larger force at the helm of 
human affairs and it was also the basis of their survivaL Hence, violation 
of order was a sin against divinity itself and it would inevitably result in 
chaos. According to this world picture it was believed that of all the 
created beings man alone was subjected to passions e.g. jealousy,j)ride, 
lust, ambition etc. and he alone was capable of violating the order due to 
inherent evil. This study informs that, irrespective of the basic conflict 
between the optimistic and pessimistic approaches regarding human 
wretchedness and dignity and inspite of the theories of Montaigne and 
Machiavelli, the majority of the Elizabethans believed that man was 
capable of ascending the spiritual ladder in spite of corrupt wit and will 
and inherent evil. According to the Elizabethan religious beliefs, man 
was bound to live with evil but there were ways to remain untouched 
and unaffected. In spite of evil's destructive power, it was up to man to 
degenerate or regenerate his self The Elizabethans knew and believed 
that in spite of fall God did not abandon man for He had made him for a 
purpose- to praise and glorify Him and to love Him supremely. 
Moreover, several premises, drawn on the basis of this study of 
religious and philosophical beliefs, answer to many questions raised by 
'modem atheistic existentialism' and help us to understand all kinds of 
violence and wide ranging chaos in major tragedies. These premises are: 
The Elizabethan world picture granted the goodness of creation, divine 
order in the created universe and man's responsibility to maintain that 
order. Laws were given in their universe and their consequences were 
fixed, man was fi^ ee to obey or defy these laws. The universe was 
benignant and behind every suffering there was human wickedness and 
behind cosmic chaos there was a violation of order. Man's wretched 
condition did not decrease his immense importance to the universe. By 
acquiring the knowledge, of true-self man could ascend the spiritual 
ladder. 
Section (b) is devoted to a brief survey of various critical 
approaches with a bearing on the present subject. Consequently, various 
schools of thought e.g. 'agnostic', 'christian', and 'existential', which 
have interpreted major tragedies in terms of man-tragic cosmos 
relationship are identified. Critical opinion, as it is, appears to be divided 
on the nature of the tragic universe as well as on the pattern of 
redemption. This section elaborates a few critical studies in order to 
understand critical views regarding the pattern and mode of redemption. 
Next four chapters are respectively devoted/to the study of major 
tragedies in terms of the Elizabethan religious beliefs. The approach to 
the tragedies is mainly orthodox based on 'Christian humanistic' 
synthesis. The pattern of redemption is analyzed in terms of man's 
confrontation with evil and his response to it. i 
Chapter II is devoted to a detailed study oiHamlet. Accordingly, 
this chapter analyzes the pattern of confrontation and Hamlet's reaction 
to evil. In Hamlet the protagonist is subjected, without any fault of his 
own, to the external evil of the world incarnated in Claudius and several 
other minor characters. Undoubtedly he is subjected to internal passions 
as well and he loses self-control many a times but he never commits any 
mortal sin under its sway. He is a man of sound wit and his knowledge 
of evil within, of human dual nature and his place in the chain of being 
is much better than rest of the protagonists. Hence, he repeatedly refuses 
to yield to the evil within. Nevertheless he fails to remain unaffected by 
the external evil. A noble prince is reduced to a melancholic figure; he 
contemplates suicide ("This too too sullied flesh", "To be or not to be"). 
Moreover he is a kind of independent man having little faith in the ways 
and workings of divinity. He curses his destiny and questions the code 
of revenge. Instead of saving his country and his self from Claudius, he 
lets the "canker of nature" grow. He contributes to the "unweeded 
garden". As long as Hamlet fails to cope up with the pain and sufferings 
of sub-lunary region and has intellectual barriers, he is beyond 
redemption. 
Nevertheless, on his voyage to England, young Hamlet grows to 
maturity. At a time when he considers himself bound to punishment due 
to his crime against Polonius, he is miraculously saved. This miraculous 
escape generates faith to divinity in Hamlet. This faith fills him with a 
feeling i.e. "readiness is all". Hamlet no more interrogates the ways and 
purposes of divinity or the code of revenge. This sudden development 
removes all the barriers of mind. Towards the end of his life he is aware 
and unaffected by internal as well as external evil. In spite of his 
destruction, Hamlet acquires that state where he is saved from the power 
of evil. He retains self-control and eradicates the "canker of nature". 
This chapter is concluded in favour of Hamlet's redemption. Through 
God's grace Hamlet learns all that of which he was ignorant in his early 
phase of hfe. 
Chapter III takes up Othello for a detailed study. When analyzed 
in terms of the Elizabethan world-picture, Othello turns out to be a study 
in one of the major Elizabethan beliefs concerning man i.e. man could 
redeem his fallen self in spite of corrupt wit and will. This chapter 
analyzes the graph of confi"ontation, fall, destruction and redemption in 
terms of the beliefs of the age. In this tragedy, the protagonist is largely 
defeated by deceptive evil as well as evil within. His insufficient use of 
given reason and ignorance of external as well as internal evil seal's his 
doom. Initially, Othello confronts external evil incarnated in lago. 
Consequently he is deceived to believe in his wife's infidelity, and his 
own jealousy inspires him to make a sinful moral choice. He fails to 
judge the deception and this seals the tragic doom of "Valiant Othello". 
Deceived by lago and provoked by his own passions, which he fails to 
control, Othello strangulates "divine Desdemona". If lago disturbs the 
social and moral peace of Cyprus, Othello untunes the domestic 
harmony as well as the harmony of the cosmic order. In Othello, order is 
violated at domestic level; Othello's crime is against his wife instead of 
a king or state. Consequently the chaos that follows is short, though it is 
felt at all the corresponding planes. Till this point Othello is beyond 
redemption. Instead of saving himself from the power of evil; he yields 
to external as well as internal evil. 
Undoubtedly Othello yields to evil, turns the domestic order 
upside down, nevertheless, this study proves that Othello is not past 
redemption. After Emilia's revelation, Othello learns the deceptive 
nature of external evil and of evil within and he renounces both of them. 
He breaks his bond with lago and calls himself a foolish fellow. As far 
as his suicide is concerned, it has something heroic in it. By this time he 
is aware of external as well as internal evil and if by committing suicide, 
which critics interpret as an act of passion, he gives himself again to the 
power of evil it is not to gain anything like Faustus and Macbeth rather 
to punish himself. Othello is saved from the power of evil in two ways: 
first through Desdemona's Christ like atonement for his sin and 
secondly he is armed with the knowledge of his bestial self. Implicit in 
this knowledge is the contemplation of the divine order of the created 
universe, which is redemptive. 
In chapter IV, king Lear is analyzed in terms of man-tragic 
cosmos relationship. This chapter too focuses on the pattern of violation 
of order and redemption. The main focus is on Lear's confrontation with 
evil, his inevitable destruction and his redemption in spite of fall and 
destruction. In Elizabethan terms Lear's sin is his pride. In rest of the 
fragedies men of comparatively lower rank reverse the normative pattern 
of Nature, but in King Lear a king, who in the Elizabethan age was 
supposed to be God's representative on earth, reverses order. Lear's 
impetuous and irrational urges to shed his divine right, to divide his 
kingdom, to disinherit Cordeha and his distrust in divine justice disturb 
the harmonious pattern of his body politic. He alone is responsible for 
unleashing the external forces of evil incarnated in Goneril and Regan. 
Since Lear's sin is no ordinary sin rather a sin against divinity itself, the 
chaos that follows is cosmic and prolonged one. His decisions disturb all 
the three orders: cosmic, social and vegetative. This violation of order 
begins a tragic journey, which is full of pain and sufferings. Lear is 
victimized by his own daughters i.e. Goneril and Regan, he is 
disobeyed, chided and is thrown to complete madness. 
Nevertheless, Lear's redemption and regeneration lies in this 
tragic journey during which he learns self-control, love of humanity and 
sheds the pride of his eyes. Lear is not past redemption. If Claudius 
deliberately embraces evil, Lear renounces it the moment he learns his 
mistake. If Lear is tortured by the mental agony and the storm, these 
purge him of his sins as well. Once purged off his pride Lear can see 
better. By the end of the tragedy he is aware of the external evil as well 
as evil within. Consequently his redemption lies in this knowledge. He 
knows that he is no better than a "very foolish old man". Ultimately 
Lear and Gloucester are saved from the power of evil. If Gloucester 
acquires redemption through God's grace: Lear acquires redemption 
through Cordelia's Christ like atonement as well as through self-effort 
i.e. he is aware of evil within and implicit in this knowledge is the 
contemplation of the divine order of the universe. 
Chapter V analyzes the tragedy of Macbeth: a "worthy 
gentleman" and a "valiant cousin". The focus of this chapter is on the 
battle between passion and reason. As far Macbeth's confrontation with 
evil is concerned, he confronts extemal as well as internal evil. He is 
aware of external evil incarnated in the preternatural powers and in Lady 
Macbeth and he is aware of his ambition as well. But he is ignorant of 
the internal evil, which is the cause of his ambition. Macbeth knows that 
the deed he contemplates is evil, a sin against God itself. Consequently 
he undertakes a battle between passion and reason and he ultimately 
yields to passion and reverses the normative pattern of Nature. 
Interestingly he never condemns his ambition in spite of his awareness 
of what it will result into. He does not know that by yielding to passions 
he will degenerate his self to the sensitive level. He is not witty enough 
to see his degeneration to the level of a beast. Moreover he is not willing 
enough to listen to his reason which keeps on reminding him of what he 
is doing. According to one of the major beliefs of the age, man's will 
could never be victorious in the eternal battle between passion and 
reason until unless it was thoroughly enlightened by wit. This study 
brings forth that first of all Macbeth is not witty enough to see his 
degeneration to the bestial level and second of all he is not willing 
enough to check his "Vaulting ambition". Further this chapter analyzes 
how Macbeth yields to passions and instead of renouncing his deeds, 
moves ahead and turns into a hardened criminal. Due to his continuous 
involvement in sinful activities from the very beginning till the end and 
that too in spite of his awareness, critics unanimously deny redemption 
to Macbeth. 
Nevertheless this chapter is concluded in favour of Macbeth's 
redemption. According to this proposed study Macbeth is not past 
redemption. Undoubtedly he is largely defeated by his corrupt wit and 
will. Nevertheless he ultimately renounces the external evil and 
recognizes the evil within as well as his reduction to the bestial level of 
which he was ignorant earlier. Just before his death he consciously and 
willingly renounces the preternatural powers and learns his true self and 
of his degenerated self He knows that instead of ascending the spiritual 
ladder, he has descended it and has deviated from his aim. Macbeth 
acquires redemption through the realization of his true self Implicit in 
this realization is the contemplation of the divine order of the created 
universe. 
Chapter VI exclusively deals with distinctive underlying patterns 
in major tragedies through which the confrontation between man and 
evil is explored. Consequently this chapter identifies four distinctive 
patterns which can be summed up in the following words: pattern of 
growth in Hamlet, pattern of fall in Othello, pattern of regeneration in 
King Lear, pattern of worldly rise and spiritual fall in Macbeth. The aim 
is to identify possible relationships i.e. points of divergence, 
convergence and parallel. These relationships suggest a unity among 
major tragedies in spite of diverse patterns. 
A conclusion at the end offers a brief outline of the findings of 
this study. The thesis is rounded off with the findings that the proposed 
study of major tragedies identifies a pattern, which exhibits a saving 
perspective through which man can redeem himself. All the tragedies 
bear a relationship with the Elizabethan worldview as well as with the 
conflicting views of the age. Nevertheless the tragedies assert a 
benignant universe made for man. 
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PREFACE 
The subject of the proposed research work is the modes of redemption 
in major tragedies of Shakespeare. The main assumption underlying this study 
is that the plays- Hamlet, Othello, King Lear, Macbeth- do suggest a pattern 
which exhibits that a saving perspective, despite all the chaos, disorder, 
catastrophes and a largely neutral world, is still available to man through 
which he can be saved from the power of evil. 
Shakespeare's plays especially the tragedies have been extensively 
studied over the years and variously interpreted. Attempts have been made to 
trace the relationship between man and the universe in which he is to operate. 
If one school of thought interprets this relationship in terms of modem 
'atheistic existentialism' where life begins and ends in nothing: another 
school which is mainly 'Christian' finds a submerged but positive pattern of 
Christian meaning. Critical opinion, as it is, appears to be divided on the 
pattern of redemption as well as on the nature of the tragic universe whether it 
is hostile or benevolent. But it may be assumed that the tragic universe as 
presented in the plays is neither benign nor hostile, and the plays, which we 
are concerned with, present a tragic cosmos which is by and large neutral; it is 
a universe where laws are given and its consequences are fixed and where 
man has freedom of choice. He may choose to obey or defy the given laws. 
Nevertheless it is a universe where the Divine Order quietly and indirectly 
asserts itself in the human order of values when the conflict between good and 
evil is brought to a sort of climax. This is presented in the plays through 
man's interaction with a largely neutral world where there may or may not be 
suggestions - metaphysical or otherwise - of a larger force at the helm of 
human affairs. It may also be assumed that the provision of redemption is 
suggestive of ultimate divine benevolence. Critical opinion, as it is, appears to 
be divided further as far as the pattern of redemption is concerned. Contrary 
to Heilman, Ribner argues in favour of Othello's redemption: whereas all the 
critics deny redemption to Macbeth.The approach to the tragedies is mainly 
orthodox based on 'Christian-humanist' synthesis. Hence it is easy to identify 
a relationship between the Elizabethan worldview and the plays. On the basis 
of this approach, it can be assumed that Shakespeare grants the goodness of 
creation, a divine order in the universe and man's responsibility to maintain 
that world order. There are numerous attempts to interpret the major tragedies 
in terms of man-tragic cosmos relationship but to my knowledge there are few 
comprehensive approaches as far as the pattern of redemption is concerned. 
Undoubtedly many approaches conclude either in favour of or against 
redemption but there is no exclusive approach on redemption. The aim of the 
present study is: 
(a) To present a critical opinion on the subject to show agreements or 
disagreements on the proposed subject. 
(b) To trace the pattern of redemption in each of the plays in terms of the 
man-tragic cosmos relationship. 
(c) To study the possible relationships between the different patterns - the 
points of divergence and convergence and parallels 
The thesis cannot be graded complete without a word of thanks to all 
those who have contributed immensely to its successful completion. I wish to 
express sincere gratitude to my supervisor Prof. Iffat Ara, Department of 
English, for her scholarly guidance and motherly affection during every stage 
of this endeavor. Without her continuous encouragement and support it would 
not have been possible for me to complete this thesis. She is my redeemer. I 
also thank Prof. Sohail Ahsan, Chairman, Department of English, for the 
encouragement I received during this research. 
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chapter I 
INTRODUCTION 
(JA) %tl\gi(ms and philosophical background 
Around mid forties a group of American scholars, engaged in 
discovering the meaning of figures to the Elizabethan's has pointed out 
that Shakespeare employed his figures according to the percept and full 
awareness of their philosophic implications.' Consequently critics like 
Parker, Siegel, Ribner identified a kind of relationship between 
Elizabethan religious beliefs and Shakespearean drama. These critics 
maintained that the major tragedies manifested artist's consciousness of 
the forces conditioning the contemporary life and this was projected 
through man's relationship with the universe. The impact of this 
approach on modem criticism can be summed up in the words of Huston 
Diehl: "This recognition has led to a re-examination of the relation 
between religious culture of early modem England and the secular 
drama of the commercial, popular London stage. Scholars are beginning 
to consider among other things, how various religious discourses inform 
the plays of Shakespeare and his contemporaries." In a way this 
mythical approach has established a relationship between contemporary 
religious beliefs and Shakespearean drama. Hence, in order to identify 
the underlying pattern of redemption it is necessary to know the 
religious and philosophical culture of the age. 
Certain religious and philosophical beliefs, concerned with the 
larger metaphysical issues within a fi*amework, which placed man at the 
centre of the cosmos, were retained by the Elizabethan age in spite of 
several socio-ethical and ecclesiastical changes. Irrespective of the 
changes in several domains these beliefs, about the cosmos and man, 
were part and parcel of the Elizabethan consciousness. Skeptical 
thoughts and new developments could question these beliefs but could 
not alter the basic structure of the cosmos that was theocentric. In spite 
of reduced ecclesiastical mediation, Bible was the only source of 
knowledge about the cosmos. The Elizabethan world-view can be 
summed up in the words of Tillyard: "Coming to the world picture 
itself, one can say dogmatically that it was still solidly theocentric and 
that it was a simplified version of a much more complicated medieval 
picture." Their belief in general Providence, which manifested itself in 
the whole system of creation, was intact. For them their cosmos was a 
divine creation; God created the world and ordered it in a rational way. 
In a way Platonic 'Perfection' was Christian Providence. The following 
passage from du Bartas' Divine Weeks sums up their notion of divinity 
and cosmos'*: 
The World's a Book in Folio, printed all 
With God's great works in letters Capital: 
Each Creature is a Page; each Effect 
A fair Character, void of all defect. 
In sixteenth century England, various schools of thought and 
systems of philosophy revolved around these notions of Providence and 
cosmic order. Nevertheless the Elizabethan world-view was mainly 
Christian in spirit. Undoubtedly, it had combined elements of 
Aristotelianism, Neo-Platonism, and Stoicism: but the beliefs derived 
from these systems of philosophy never appeared in their original form; 
Christian believers modified the beliefs. According to Tillyard, "The 
fountain heads of general cosmic doctrines were the book of Genesis 
and Plato; but the material derived thence is handled and rehandled with 
infinite repetitions and small modifications till it becomes a kind of 
impersonal ballad lore, and the question of source is ridiculous."^ 
Hardin Craig is much more explicit about the origin of the EHzabethan 
world picture. He writes: "Aristotelian doctrine is of course the single 
constituent of the complex, but Aristotelianism never appears alone or in 
pure form. It may be mingled with Neo-Platonism, modified by 
Christian dogma, or blended with Stoicism."^ The aim of each school of 
thought and system of philosophy was to understand and act in 
accordance with his cosmological structure because it was the basis of 
his survival. According to Theodore Spencer, "In the sixteenth century 
the combined elements of Aristotelianism, Platonism, Neo-Platonism, 
Stoicism and Christianity were almost indistinguishably woven into a 
pattern which was universally agreed upon." Their worldview was like 
Einstein's 'cosmic religion', it had little to do with Protestants or 
Catholics. 
As far as the world picture is concerned, the Elizabethans 
perceived a relationship between human affairs and divine creation. The 
Elizabethan cosmos can be summed up in the words of Paul Davies, a 
scientist: "It was not a meaningless jumble of odds and of irrational 
juxtapositions, not one of Darwinian evolution but an example of the 
infinite wisdom of God."^ The Elizabethan universe was governed by a 
general notion of order. This concept of order was of paramount interest 
because order was the basis of their survival. The importance of order 
can be summed up in the words of Richard Hooker: "See we not plainly 
that obedience of creatures unto the law of nature is the stay of the 
whole world."^Accordingly, it was believed that every created thing in 
the universe had a fixed place or 'degree' and particular set of duties to 
perform. It was firmly believed that only by maintaining one's degree 
and by performing one's duties one could contribute to the harmony of 
the cosmic order. 
This cosmic order was manifested in an imaginary chain i.e. 
'Great Chain of Being'. As a chain creation was imagined as a series of 
beings starting from the lowest of inanimate objects up to the throne of 
God. The chain was a hierarchical arrangement and a way to perceive 
the vast cosmological structure. The origin of the chain of being can be 
summed up in the words of M. H. Abrams: "The concept is grounded in 
ideas about the nature of God, or the first cause, found in Plato, 
Aristotle, and Plotinus, and was developed by later thinkers into an 
inclusive world view."'° The chain of being was the basis of the 
Elizabethan concepts of unity and order. It was believed that every 
created being e.g. inanimate, animate, vegetative, sensitive, rational, 
angelic had a degree and a function to perform. "Broadly speaking, 
order (synonymously justice or natural law) was conceived of as the 
fundamental cohesive principle of the cosmological system, and 
similitude or correspondence as the means by which this principle was 
operative in the universe."'' 
The Elizabethans perceived a kind of relationship among all the 
created beings of the universe, which found manifestation in the 
doctrine of correspondence. According to this doctrine the creation was 
divided in several planes e.g. divine, macrocosm, body politic, man or 
microcosm, and lower creation. It was believed that all these planes 
were hierarchically arranged according to their merit and function and 
that all these planes were linked to one another through an 'immense net 
of correspondences' i.e. whatever happened on one plane would be 
reflected on other planes as well. These plains were united as well as 
interrelated. This doctrine of correspondences answers to the small and 
wide-ranging chaos in Shakespearean tragedies. Consequently it was 
believed that the harmony of the cosmos depended on the harmony of 
these planes because each plane was interlinked with rest of the planes. 
Of all the created beings man alone was capable to disturb the 
harmonious pattern of order. On the basis of this approach, it can be 
assumed that Shakespeare grants the goodness of creation, a divine 
order in the universe and man's responsibility to maintain that world 
order. 
This notion of cosmic order and corresponding planes was the 
basis of Elizabethan ethics. The fundamental rules of living and 
functioning were derived fi^ om this cosmological structure. All their 
basic concepts e.g. order in human society, unity and proper functioning 
were based on their world picture. This view can be summed up in the 
words of Hardin Craig: "Order or justice is in the very nature of God. It 
is also in His nature to be all-powerful; He is the head and ruler of the 
entire harmonious universe. Harmony means the proper functioning of 
every part in the place designed for it.... The principle of headship and 
of obedient subordination, evident in the workings of the universe, must 
of course be the pattern for human societies."'^ Just as order and 
harmony was the basis of cosmological structure: it was also the basis 
for human survival. 
Concept of Nature was another philosophic addition in the 
inherited world picture. It was believed that Nature ruled over the 
cosmic order. According to Plato, Nature had the power to shape and 
control the world. Hence he called it the 'Soul of the World'. This 
Platonic concept of Nature was added in the orthodox worldview with 
slight modifications. According to the Platonists, Nature was not a 
created thing rather a created force e.g. 'natura naturans'. The 
orthodoxy retained its creative power but made it an involuntary tool of 
God. Thus Nature was still a creative force in the world-picture e.g. 
Nature was 'natura naturans'' but also an involuntary tool of God. It was 
not above God. Nature was either 'God's deputy' or His 'involuntary 
tool'. Being God's deputy, Nature had a significant place in the 
Elizabethan theological beliefs, because it was believed that "Over this 
order, this unity, rules Nature."'^ The belief of George Hakewill i.e. 
Nature is nothing but the tool of God, was the common belief of the age. 
It was believed in general that Nature had its laws to work by and it 
ruled over the three domains e.g. cosmic order, social order, and the 
animal order. All the three orders were under Nature's domain and for 
the perfect survival it was but necessary to obey Nature's Law. Every 
Elizabethan knew well that only by obeying the laws of Nature one 
could preserve the harmonious pattern of Nature or what they called the 
cosmic order. The importance of the harmonious order can be 
understood in the words of Richard Hooker: "We see the whole world 
and each part thereof so compacted, that as long as each thing 
performeth only that work which is natural unto it, it thereby preserveth 
both other things and also itself."'"^  For their survival it was but essential 
to obey the laws of Nature. It was generally believed that Nature's laws 
embraced heavens, created beings, and state and it was man's business 
to comprehend that order and to maintain it. Since all the three domains 
e.g. cosmic, social and animal were united as well as interdependent, 
any act, good or bad, would be reflected on other planes as well. 
Transgression of Nature's law was but the reversal of the harmonious 
order and this would inevitably result in consequent chaos. 
As far as laws for human government were concerned, these can 
be summed up in the words of Theodore Spencer. He writes: "There are, 
roughly speaking, three kinds of temporal law for the government of 
men; there is the law of Nature itself, there is the law of Nations which 
derives from it and which is generally applicable to all countries, and 
there is civil law, which applies to the customs of particular 
communities."'^It was well known that harmony of their universe could 
only be maintained by observing certain rules and by performing their 
function in accordance with these laws. Hence it was but the duty of 
every created being in the cosmos to follow these laws so as to preserve 
the harmony of universe, which was ultimately governed, by 'Eternal 
Law' or divine Providence. Observation of these laws meant harmony 
and violation of the laws meant chaos. 
Another belief that was of paramount interest was the concept of 
sin. The Elizabethan concept of order and sin was relative. In the 
Elizabethan age, sin was essentially a falling short, a failure to comply 
with the purpose and will of God. Hence, according to the religious and 
philosophical beliefs of the age, violation of order through any unnatural 
and irrational act was a sin against God itself. If order was harmony: 
failure to work in compliance with that order was a sin, which would 
inevitably result into chaos. The Elizabethan fear at the reversal of order 
may be a guff to a modem, for them it meant the wholesale dissolution 
of their universe. According to their theological beliefs violation of 
order meant cosmic chaos. It was well known that violation of degree at 
any corresponding plane would inevitably lead to disorder at all other 
corresponding planes. The following passage from Troilus and Cressida 
foregrounds the idea of cosmic chaos: 
How could communities, 
Degrees in schools and brotherhood in cities. 
Peaceful commerce from dividable shores 
The primogenitive and due of birth, 
Prerogative of age, crowns sceptres, laurels. 
But by degree stand in authentic place? 
Take but degree away, untune that string. 
And hark, what discord follows. 
(I. iii, 103-10) 
If the Elizabethans believed in an ideal order from which all other 
social, political and religious orders were derived, they were equally 
afraid of its violation because, theoretically at least, it meant the 
dissolution of their universe. They knew that man's harmonious 
existence depended on the harmony of the cosmic order. The meaning of 
'chaos' can be understood in the words of Tillyard: "The educated 
Elizabethan at least would understood chaos in a more precise sense 
than we should naturally do. They would understand it as a parallel in 
the state to the primitive warring of the elements from which the 
universe was created and into which it would fall if the constant pressure 
of ordering and sustaining will were relaxed."'^ Hence, the Elizabethan 
belief in order was directly related to their fear of chaos. Interestingly 
the most immediate threat to the divine order of the created universe was 
from man itself. Of all the created beings, man alone, under the sway of 
passions, was capable of violating the normative pattern of nature. 
Related to this concept of chaos was the concept of man. 
Man held an important position in the religious beliefs of the age. In a 
way all systems of philosophy and schools of thought revolved around 
man and his place in the universe. Man was called a little world or 
microcosm because he possessed in him all the faculties e.g. elemental 
as well as celestial. It was believed that the universe was benevolent and 
man himself was created in God's image. Irrespective of the fall man 
was supposed to be the best creation in this created universe. Among all 
the prevailing theological beliefs of the age, belief in man, in his dual 
nature and in his earthly existence was very crucial and of paramount 
interest to all and sundry. In its general outline it was believed that when 
God created man in His image, he was perfect but his disobedience led 
to his fall and he was subjected to sufferings and death. Hence, man's 
aim, in this earthly existence, was to regain his lost self and lost dignity. 
It was firmly believed that man could rise above his imperfections and 
could regain his virtues and glory of which he had been bereft in his 
earthly existence. The Elizabethans knew that God did not abandon man 
for He had made man for a purpose - to praise and glorify Him and to 
love Him. Moreover they knew that God had made a provision for 
man's redemption. Man's excellent position in the universe can be 
recounted in the following words: "Man, thus compounded and formed 
by God, was an abstract or model, or brief story of the universe in whom 
God concluded the creation, and work of the world, and whom he made 
the last and most excellent of his creatures, being internally endued with 
a divine understanding, by which he might contemplate and serve his 
Creator."'^ What made man's position crucial in the Elizabethan or in 
every preceding age was his dual nature. Philosophy as well as theology, 
both were equally vocal about this crucial position of man. 
Coming to the philosophical and theological origin of these 
beliefs, Plato and Genesis both talked about man in most glorified terms. 
According to the Platonic doctrine this universe and man were the copy 
of divine idea: according to Genesis man was created after the image of 
Divinity. Both the systems of thought believed that man was bestowed 
with so many advantages and the whole creation especially the lowest 
order e.g. animal order was created for him. Romei, a Neo-Platonist, 
wrote in his Courtier's Academy: "That most excellent and great God, 
having with all beauty bedecked the celestial regions with angelic 
spirits, fiimishing the heavenly spheres with souls eternal.... In the end 
made man, being of, all the worldly creatures the most miraculous."'^ 
This was the general belief of the age. Hamlet's exalted words about 
man, in a way, summarize the Elizabethan concept of man: 
What piece of work is a man, 
how noble in reason, how infinite in faculties, in form 
and moving how express and admirable, in action 
how like an angel, in apprehension how like a god: 
the beauty of the world, the paragon of animals-
(Il.ii, 303-307) 
The Genesis asserted that when God made the world he found it 
good and that he created man in his own image; but with the fall both 
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man and the universe were deprived of their original virtues. Genesis 
asserted that due to original sin, man was cursed to live a life of 
imperfection. Plato propounded similar view. According to the 
Platonists, man was but a copy of divine idea; hence he was, being a 
copy, imperfect. In a way, Plato and Genesis were unanimous about 
man's corrupt self, devoid of original virtues. 
Related to the concept of fall was the belief in evil. According to 
their theological beliefs, evil was inherent in the world as well as within 
man because of man's disobedience of God's command. Their concept 
of evil was as real as any other concept. It was well known that the aim 
of subjective as well as objective evil was to destroy all that was good in 
society, to dissolve the harmonious pattem of the created universe. Man, 
in his post-fall state, was bound to live with evil. Nevertheless, church 
taught them to be optimistic and not to despair. According to their 
beliefs, one could save one's self from evil. According to the inherited 
beliefs, man had reason and the grace of God to guide him. Their belief 
in evil can be summed up in the words of Ribner, "Elizabethan 
humanism held that although good and evil are in the world together, the 
entire universe is ruled by a benevolent God whose plan is purposive 
andjust."'^ 
Nonetheless, it was believed in both the systems of thought, that 
irrespective of his imperfection, man could rise above his fallen self and 
achieve his lost glory and dignity. It was all in man's hands to corrupt 
his self further or to redeem his corrupt self. According to current 
theological belief, man had a specific purpose in his post-lepsarian 
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existence i.e. to know and love God. But the road to redemption was not 
an easy one. It was more so difficult because in his earthly existence, 
man was devoid of his original virtues and perfect understanding. Man 
was believed to be an amalgam of good and evil, and because of his 
imperfect understanding and corrupt will he was supposed to be 
naturally inclined towards evil. Though man alone was responsible for 
his fallen state and infected wit and will nevertheless orthodoxy 
maintained that man could acquire redemption from the fallen self. 
As far as the possibilities of redemption were concerned, there 
were pessimistic as well as optimistic approaches. These two approaches 
can be well understood in the following words: "If the convention 
ridden man regards himself as an integral part of Nature with reason as 
his guide, the emergent man is entirely self-centered and the unity 
between man and nature is broken."^" Optimistic approaches maintained 
that man could rise above his fallen state irrespective of corrupt wit and 
will: whereas pessimistic approach maintained that man could never rise 
above his fallen state. The general inclination of the age was towards 
optimistic approach. It was all in man's hands to corrupt his self further 
or to redeem his already corrupt self. 
This amalgam of good and evil, of spirit and matter in human 
personality can well be understood through the concept of the chain of 
being. If man was placed in the midst of the chain it was because he was 
neither purely spiritual nor animal, rather he was 'a half man, half 
animal', an amalgam of two. It was believed that man's 'purpose and 
conscience' were at odds with each other. He had a pull between his 
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conscience and purpose and the attainment of his purpose might lead 
him astray while conscience pulled him up. It was believed that man 
could be misguided by his 'perverted will' and hence needed to be 
aware of the potentialities of one's free nature. Man's 'doubtful middle 
state' made his position much more pathetic. He had a pull and 'internal 
conflict' within his nature and this internal conflict between good and 
evil impeded his way to progress. Pope in his Essay on Man (Epistle II) 
discoursed well about this dual conflict: 
In doubt to act or rest, 
In doubt to deem himself a God, or Beast; 
In doubt his Mind or Body to prefer; 
Bom but to die, and reas'ning but too err; 
(Epistle II, Line 7-10) 
In spite of flaws, each school of thought glorified man's middle 
state. He was called a 'little world' or microcosm because he possessed 
all the faculties existing in the universe; this made him unique among all 
the crested beings. Tillyard glorifies this position of man in the 
following words: "He was the nodal point, and his double nature, though 
the source of internal conflict had the unique function of binding 
together, all creation, of bridging the greatest cosmic chasm, that 
between matter and spirit."^' Nonetheless, it was this unique 
composition of man that made him 'the frailest and most vulnerable of 
all creatures is man'. Irrespective of the pessimistic approaches, 
orthodoxy maintained that man's existence was conditioned by divine 
Providence and a saving perspective despite man's corrupt wit and will 
was available to man. 
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The Elizabethans very much beheved in a larger force at the helm 
of human affairs. It was believed that the acquisition of the knowledge 
of self could redeem and save man from sufferings and pains. 
Irrespective of corrupt wit and will, it was believed that 'certain vestiges 
of original virtue' remained in man through which he could redeem 
himself 
It was believed that instead of ignorance, knowledge of self and 
of world could enlighten man's path to redemption because armed with 
this knowledge man could enjoy the union with divinity and left aside 
his bestiality which inspired him to sinful acts. Armed with the 
knowledge of self e.g. of animality and divinity man could move to 
attain the better of his self i.e. celestial self and this alone, it was 
believed, could restore him to his lost dignity and original position. 
As far as, the way to salvation was concerned, several modes 
were prescribed by theology. These means can be categorized thus: 
salvation by divine aid e.g. through Christ's atonement for human sins, 
salvation through the grace of God and salvation through self-effort i.e. 
through the acquisition of the knowledge of self and of world. This 
knowledge was redemptive and man could acquire this knowledge in 
two ways: "God has given man two books, the Bible and the book of the 
universal order of things or nature."^^ It was believed that "the soul was 
made for an end, and good, and therefore for a better than itself, 
therefore for God, therefore to enjoy union with him."^ ^ Hence man 
could learn his better self either through God's 'word' or 'world'. 
Ironically, if the violation of the divine order of the created universe was 
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a sin: it was the contemplation of this divine order itself that could 
enlighten the true self of man and redeem his self. Hence "This double 
vision of world order and of the effects of sin was the great medieval 
achievement. Its origin like those of the world order considered 
separately, go back to Genesis and Plato's Timeus as brought together 
by the hellenizing Jews of Alexandrea." '^* It was believed that by 
contemplating the divine order of the created universe man could regain 
his true self from whom he had alienated due to his fall. In the words of 
Raymond de Sabunde: "The poor wanderer wishing to return to himself, 
should first consider the order of the things created by the Almighty: 
secondly he should compare or contrast himself with these; thirdly by 
this comparison he can attain to his real self and then to God, lord of all 
things."^^ 
Hence, by steps man could redeem himself and might ascend to 
God. The knowledge of self was not egoism but the gateway to all 
virtue. It was the great condition of success in the spiritual warfare. For 
the chief enemy was supposed to be within man and if he did not 
understand him he could never be victorious. Out of fate and extemal 
evil, which was but to test men's virtue and human character, theology 
laid emphasis on human character and that too out of faith in human 
capabilities in spite of corrupt wit and will. It was believed in general 
that man had the power to curb the spherical influences as well as 
human passions. Related to their notion of evil was the concept of fate. 
But it was generally assumed that man could survive the blows of 
fortune as well as those of passions provided that he applied his 
'discursive reason'. Overall, it was affirmed that man could redeem his 
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fallen self by converging his reason with the divine 'Reason' and this he 
could do only when he had the knowledge of self, of his dual nature. 
Looking back at the Elizabethan age, one can compare it to the 
cauldron of the preternatural powers in Macbeth, where medieval and 
modem things were boiling together and it was difficult to predict which 
way things would take shape. Like the mythical God Janus, the age was 
looking backward as well as forward. 'Change of guard' was the biggest 
change in sixteenth.century England because the monarchial form of 
government reduced omnipresent papal influence. This shift was 
inevitably followed by social, economical and most significandy 
religious changes. From then onwards, England was on the roads to 
cultivate its form of religion. The impact of Reformation can be summed 
up in the words of Boris Ford: "The impact of Reformation was 
paramount and though there was no complete break with the past, but 
the whole balance of political, religious and cultural life was altered and 
consequently the balance of art and thought." Undoubtedly, 
Reformation, consequent dissolution of religious houses, abolition of 
church rituals, and increasing Protestant voices to reform the existing 
form of religion altered the inherited religious framework to a great 
extent. 
Moreover "the imposing structure of such a cosmos was 
demolished and hence, the three tiers of Nature, fixed earlier, were 
dislocated and damaged.... Man was deprived of his position of pre-
eminence" by the skeptical theories of Montaigne, Machiavelli, and 
Copernicus. According to Montaigne there was no real difference 
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between man and animals. However, orthodoxy too discoursed on the 
wretched earthly state of man yet maintained that man, because of his 
rational capabilities, was superior to animals. Montaigne reversed the 
natural pattern of the created universe given by Raymond de Sebonde. 
Similarly, Copernicus reversed the order of creation by placing sun at 
the centre of the cosmos. His theory was against the Ptolemaic 
cosmological structure. Machiavelli was no better. Theodore Spencer 
sums up his views in the following words: "To Machiavelli any concept 
of universal justice, of the Laws of Nature or of Nations, is quite 
irrelevant. Instead of thinking of human government as a reflection of 
the government of God, he suggests, as we have seen, that his prince 
take on the characteristics of animals.. ..he is morally evil."^^ 
Undoubtedly, the renaissance skeptics questioned the orthodox 
notions of order, harmony and degree derived from the Middle Ages by 
Christian: their impact can be summed up in the words of Tillyard. He 
writes: "Recent research has shown that the educated Elizabethan had 
plenty of textbooks in the vernacular instructing him in the Copemican 
astronomy, yet he was loth to upset the old order by applying his 
knowledge."^^ Hardin Craig too echoes Tillyard's words: "He had not 
yet been demoted from his determinative position in the centre of the 
universe as the being for whom all things had been made and to whom 
had been granted the mastery and enjoyment of al things in return for a 
becoming glorification of an utterly generous Creator."^° 
In a way, the study of this theological and philosophical 
background of the Elizabethan age and its application on the major 
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tragedies of Shakespeare may establish him an orthodox morahst but in 
the apt words of a critic: "it is wrong to consider him an orthodox 
moralist who passes judgement through his plays. Undoubtedly, he is 
very well acquainted will the Christian tradition that influenced his ways 
of thinking.... And he makes use of the concepts of repentance, 
atonement and grace. But primarily the plays are a product of his own 
experience at a creative artist." '^ 
In his tragedies he has perfectly woven, through his characters, all 
the prevailing strands of thought e.g. skeptical as well as traditional. 
Order of his plays is violated by the perverted wit or will of the 
characters, which are followed by social and moral chaos. (If the natural 
order is seriously threatened, its consequences will be according to that) 
Moreover, irrespective of Shakespeare's view, the ordinary educated 
Elizabethan was bound to interpret his tragedies and the pattern of sin 
and redemption in terms of his theological beliefs. The cosmological 
structure was definite in its general outline and was known to everyone. 
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((B) !l Brief survey of the study of major 
tragedies with a bearing on the 
present subject 
Critical interest in the 'ideas' or in the 'intellectual assumptions', 
in Shakespeare's plays is not a new phenomenon. This interest in the 
ideas and underlying patterns can be summed up in the words of D.J. 
Gordon: "Attempts to state these ideas, to relate them to current doctrine 
and more ambitiously to recreate the intellectual background of 
Shakespeare and his age multiply and increase."' As far as twentieth 
century is concerned, three dominant critical approaches to 
Shakespeare's plays can be identified. The first dominant critical 
approach to his plays is through the presentation of the plays on the 
stage. It is well known that the plays were written to perform on the 
stage, to be witnessed by the theatergoers and not to be read and studied. 
According to this critical approach a Shakespearean play is constituted 
by lived experience in terms of characters than any kind of 
philosophizing about life. According to this approach this livingness of 
the action rather than speculation over the behaviour and motivations of 
characters is brought out in the theatre. 
Next, there is mythical approach, to his plays, in terms of the 
recurrent types of human existence like sense of sin, betrayal, sharing of 
love and disappointment. 
Then, there is the existential approach in terms of the absurdity 
and meaninglessness of human existence or life. The tragedies are 
approached in terms of the human conditions characterized by dread, 
anguish, boredom and absurdity. This approach identifies the 
rootlessness and meaninglessness of life. There is the idea of 
nothingness and transcendence. 
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Shakespeare's plays, especially the tragedies - Hamlet, Othello, 
King Lear, Macbeth - have been extensively studied over the years and 
variously interpreted. As far as the proposed topic is concerned, there 
are 'agnostic', 'christian' as well as 'existential' studies. Critical 
opinion, as it is, appears to be divided on the nature of the tragic 
universe as well as on human condition. 'Agnostic' and 'Christian' 
studies are concerned with the larger metaphysical issues within a 
framework which places man at the centre of the cosmos depicted in the 
play whereas 'existential' studies deny any such framework. Existential 
studies do not find any relationship between man and the universe in 
which he is to operate. 
Nevertheless, 'christian' critics like Parker, Siegel, Ribner, 
identify a submerged but positive pattern of Christian meaning. These 
critics base their study on the Elizabethan notion of cosmic order. This 
Christian approach can be summed up in the words of R.H. West: "Far 
from admitting that he gives nothingness as what is within and beyond 
man's life, some Christianity centered critics find that Shakespeare gives 
the beatific vision and heaven, purgatory and hell. He has Christ figures, 
Christian lessons and exempla, "segments" of Christian story and 
numerous Biblical allusions and analogues consistently used to display a 
special Christian "dimensions." 
As far as this proposed topic is concerned, only a few critics 
elaborate the pattern as well as mode of redemption; though many of 
them conclude in favour of redemption or damnation. The main 
emphasis is on the violation of order, consequent chaos and restoration 
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of order. If there is anything disputable: it is the nature of the tragic 
universe or the human condition. 
M.D.H. Parker is one of those few critics who have discoursed on 
redemption but he too is sometimes vague and sometimes elaborate. He 
is vague on the issue of redemption in Hamlet. Though he calls him 'the 
minister of heaven'; he does not elaborate the pattern and mode of 
redemption. On the other hand he is much more explicit on this issue in 
Othello. He elaborately charts the course of his corruption and 
revelation. He writes abut Othello; "audience knows that in^  his 
renunciation of evil... Othello has merited salvation." If Othello's 
redemption lies in his renunciation of evil: Lear's redemption, according 
to Parker, lies in "redemption from error, a redemption from the pride of 
the eyes and the intellect, the delusion of sense and will to the 
knowledge that substance is shadow, and shadow substance.""^  Macbeth 
according to Parker is a frill-length study of damnation. He writes: 
"Macbeth falling less conventionally than Faustus, is more surely 
damned, so that after this speech not Christ himself dues ex machina, 
could pluck from destruction the spirit immolated by the will."^ 
Paul N. Siegel is much more explicit on the pattern of redemption 
in major fragedies, though he seldom discourses upon the modes. He 
considers Hamlet's death a necessary sacrifice, which alone can purge 
Denmark of its 'rottenness'. He considers him a 'saved soul'. According 
to Siegel, "... with his nobility shining unobscured by the black clouds 
of misanthropy and with his soul saved."^ 
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Contrary to Parker, Siegel calls Othello a drama of 'passion and 
damnation'. It's an outright rejection of any possibility of redemption or 
salvation. According to Siegel, "In committing self-murder at the 
conclusion he is continuing to follow Judas' example. His behaviour in 
his last moments, therefore would have confirmed Elizabethans in the 
impression that his soul is lost."^ Siegel echoes what Granville-Barker 
has professed much earlier. According to G. Barker: "Shakespeare 
paints us a merciless picture of the awakened, the broken Othello; of the 
frenetically repentant creature of Emilia's scornful. 
Nay; lay thee down and roar... 
Of the man with all strength for evil or for good gone out of him, 
remorse mere mockery as he looks upon the dead Desdemona; of an 
Othello crying: 
Whip me, ye devils, 
sheer horror this; the howling of the damned." 
Siegel is much more explicit on the pattern as well as mode of 
redemption in King Lear. He assumes Cordelia's sacrifice analogues to 
Christ's atonement for human sins. He writes: "There is, then, hinted to 
the poetic imagination a miracle greater than all the other miracles in the 
drama... This miracle is the redemption of Lear for heaven, redemption 
analogous to the redemption of mankind."^ 
As far as Macbeth is concemed, Siegel maintains Parker's view. 
Macbeth is a damned figure and his fall, according to Siegel, shows "the 
latent possibilities for evil in the murky depths of human nature."'^ 
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Most apt of all the 'Christian' critics is Irving Ribner. No other 
critic has elaborately discoursed upon the pattern as well as mode of 
redemption as Ribner. Ribner, like Siegel, considers Hamlet's death a 
necessary sacrifice and his redemption lies in his knowledge of evil 
"like all men he must die, but Hamlet's death, like that of Romeo, is also 
his victory, for through his encounter with evil he has learned the nature 
of evil and the means of opposing it. With this knowledge he is ready 
forsalvation."'' 
Ribner, like Parker and unlike Siegel, seeks redemption in 
Othello. According to him, Othello is not a study of passion and 
damnation rather of a deception. He seeks his salvation through 
Desdemona's Christ like sacrifice. According to Ribner, Othello's 
redemption lies in his renunciation of evil, in his 'penance and 
expiation'. 
According to Ribner, "Othello dies accepting damnation as his 
just desert, Shakespeare by his careful delineation of Desdemona as a 
symbol of mercy has prepared the audience for the salvation of Othello 
in spite of all." Ribner affirms the possibility of salvation to Lear and 
Gloucester. He seeks their 'regeneration from evil'. 
Siegel out rightly denies redemption to Macbeth. He writes: 
"there can be little doubt of the final damnation of 'this dead butcher 
and his fiend like queen', but the audience comes to feel that Macbeth is 
destroyed by counter forces which he himself through his very 
dedication to evil, sets in motion."'^  
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If for Swinburne, the emphasis in King Lear is on nihihsm: 
Knight assumes King Lear "a purgatorial text wherein takes place the 
expiation of sins, in order to enable a purification through adversity in 
which those who suffer, awaking finally to a new consciousness of love, 
manage to find themselves more truly and in so doing, recognize the 
God's mysterious beneficience."'"* According to critics like Dowden, 
Spencer and Sewell King Lear is a non-Christian play: whereas critics 
like Danby, Heilman and Wilson Knight assert the positive role of 
divine justice. 
Implicit in this brief survey of the study of tragedies is that critics 
are either in favour of or against redemption. Christian critics like 
Parker, Siegel and Ribner are one about Hamlet's through and through 
redemptive nature. Critics consider him a saved soul and his death a 
necessary sacrifice that alone can purge Denmark. Critics like Granville 
Barker and Siegel deny redemption to Othello whereas critics like 
Parker and Ribner seek his redemption in the renunciation of evil. A few 
'christian' critics consider his suicide as an act of 'pride and despair'. 
On the one hand, they argue for his saved soul and on the other hand, 
they consider him a damned figure. Redemption is denied to Macbeth 
unanimously. All critics interpret his courage in terms of animal 
passions instead of reason. 
This proposed study maintains that redemption lies in the 
renunciation of evil and this man can do either through God's grace or 
by learning his true self, though man can also be saved fi*om the power 
of evil through someone's Christ - like atonement. Hence, the task is to 
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trace that state where the four protagonists - Hamlet, Othello, Lear and 
Macbeth - renounce evil and save themselves form the power of evil 
through any of the mentioned modes. 
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Cfidpter II 
HAMLET 
(MOUSETRAP SCENE) 
From the very beginning, Danish body pohtic is marlced by 
metaphysical as well as political disorder. When interpreted in terms of 
religious and theological beliefs, this kind of disorder is but inevitable 
because the 'crime past' is no ordinary crime rather a crime against the 
highest authority i.e. the king. Hence, the opening of the play "in the 
dead waste and middle of the night", and incidents like the presence of 
an armoured ghost, "daily cast of brazen cannon", "strict and most 
observant watch", are not a "prologue to the omen coming on" rather; 
these are suggestive of the violated order and transgressed law. Along 
with this social and metaphysical disorder, Danish body politic is 
marked, from the very beginning, by political disorder as well. Horatio 
reports the political disorder imposed by Fortinbras in the following 
lines: 
But to recover of us by strong hand 
And terms compulsatory those foresaid lands 
So by his father lost. And this, I take it. 
Is the main motive of our preparations, 
(I.i, 105-08) 
This impending political crisis, inevitably, gives birth to the social crisis, 
which is again reported by Horatio: 
And this, I take it, 
Is the main motive of our preparations, 
The source of our watch, and the chief head 
Of this post-haste and rummage in the land. 
(1.1,107-110) 
According to Ribner, ''Hamlet opens, like Romeo and Juliet, not 
with a view of the hero, but with an impression of the evil into which he 
is to come. ... It is reflected in the coldness and gloom of the castle 
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battlements; the rottenness in the state of Denmark is given imaginative 
expression in Francisco's "'tis bitter cold/ And I am sick at heart"(I.i, 9-
10). We are made ready for the appearance of the ghost, an unnatural 
phenomenon which reflects the perversion of God's harmonious order 
which it will be Hamlet's mission to restore to harmony... The feeling 
of ancient evil, insidious and all-corrupting is established in the first 
scene of the play".' 
The regicide, though it is reported only in act I, scene v, has 
already reversed the harmonious pattern of Danish commonwealth and 
of this created universe. In the Elizabethan age, duty to king was as 
good as duty to God; therefore Claudius' sin is not only against a 
brother or a king rather against God itself. According to the 
contemporary beliefs, king held the highest position in the hierarchy of 
rational souls. Hence by cutting the king off his "life, of crown, of 
queen", Claudius has taken the highest degree away, consequently evil 
is everywhere in Danish body politic. Under the sway of his "wicked 
wit" Claudius lets go what Rosencrantz and Guildenstem in their 
reflections on "the cess of majesty" remind us 
The cess of majesty 
Dies not alone, but like a gulf doth draw 
What's near it with it. 
(Ill.iii, 15-17) 
By diverging from the normative path, Claudius has disturbed the 
harmony of Danish social order. Hence his late realization too is in vain. 
0,my offence is rank,it smells to heaven; 
It hath the primal eldest curse upon't-
A brother's murder. 
(Ill, iii, 36-38) 
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Claudius is no more "the paragon of animals"; rather his bestial instincts 
have transformed him into an animal. 
The reversed social order is conspicuous from the very beginning. 
The opening of the play "In the dead waste and middle of the night" 
aptly corresponds to Claudius' "bloody and unnatural deeds". It equally 
symbolizes the all-pervasive evil, which has enveloped Danish social 
order and which ultimately corresponds to the universal evil due to 
'Adam's fall'. As far as Claudius' redemption is concerned, it is never 
beyond his reach, but the truth is that in his irrationality he has reversed 
the natural pattern of Elsinore. 
As long as his crime is not disclosed, Claudius appears to be a 
loving stepfather in his concern for Hamlet, and particularly in his 
announcement: 
for let the world lake note 
You are the most immediate to our throne, 
And with no less nobility of love 
Than that which dearest father bears his son 
Do I impart toward you. 
(I.ii, 108-112) 
Similar views are echoed by Jay L. Halio in his article: "Claudius seems 
to be a considerate stepfather as well as the efficient ruler of the 
kingdom, aided and abetted by similarly minded courtiers."^ His 
political efficiency is brought forth, in his court address and in 
Fortinbras' enterprise, which he successfully curbs as reported by 
Voltemand: 
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which he, in brief, obeys, 
Receives rebuke from Norway, and, in fine. 
Makes vow before his uncle never more 
To give th' assay of arms against your Majesty: 
(Il.ii, 68-71) 
Claudius is, unlike Macbeth, a passive character and it appears 
that he initially does not bear any ill will against Hamlet nevertheless his 
image of a wise, efficient king and considerate stepfather 'falls to 
pieces' when the "most foul, strange and unnatural crime" is disclosed. 
The revelation by Hamlet's "father's spirit" uncovers his appearance of 
sanctity and brings forth his serpent like nature: 
'Tis given out that, sleeping in my orchard, 
A serpent stung me - so the whole ear of Denmark 
Is by a forged process of my death 
Rankly abus'd -but know, thou noble youth, 
The serpent that did sting they father's life 
Now wears his crown. 
(I.v, 35-40) 
This 'macabre tale' by the ghost exposes Claudius and reveals his 
unnatural deed. The animal imagery used by the ghost reveals the level 
to which Claudius has fallen. His act is as bad as that of Satan. 
If Elsinore is marked by political and social crisis from the 
beginning, it is but natural due to the unnatural reversal of order. 
Besides this social and political crisis, the "rotten", "unweeded" 
disturbed state of Danish body politic is suggested by the presence of the 
"portenteous figure", assuming Hamlet's 'noble father's person'. 
Claudius' crime is against a king and "A king" so writes Ribner, "was 
not like other men. He derived his power, according to Tudor theory, 
because he was God's agent on earth, designated by God through the 
legifimacy of his lineal descent".^ Hence, despite the favourable 
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projection of Claudius, at the outset, "the play does, however as it 
progresses increase dramatically our sense of Claudius' unfitness." 
Claudius' gains are Hamlet's losses. Claudius' "purpos'd evil" 
might have fulfilled his ambition, given him the crown and queen, but it 
has shattered Hamlet's ideal world. According to critics Hamlet is of the 
faction that is wrong'd. This "incestuous, murd'rous, damned Dane" not 
only usurps king Hamlet's divine right, but also, unnaturally deprives 
Hamlet of his 'hereditary succession'. This deprivation is symptomatic 
of the reversed order, of discord, which is essential due to the gross 
violation of the divine law. Though "at the outset he tries to be 
conciHatory to Hamlet, despite the prince's obvious dislike of him"^ the 
truth is that, irrespective of the critical controversies, Claudius has 
"popp'd in between th' election and my hopes". Dover Wilson, 
Hanigmann and Stabler may debate whether Claudius is a usurper or 
not, for Hamlet he is a: 
A murderer and a villain, 
A slave that is not twentieth part the tithe 
Of your precedent lord, a vice of kings, 
A cutpurse of the empire and the rule, 
That from a shelf the precious diadem stole 
And put it in his pocket-
(Ill.iv, 97-99) 
Apparently, Claudius' claim to the Danish throne is not at all 
unnatural because in the Elizabethan age "succession by a king's brother 
rather than his son was permitted by the system of an elective monarchy 
which Denmark in fact had."^ Besides this "the succession of a brother 
is paralleled within the play in Norway."^ Nevertheless, Claudius has 
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succeeded to the throne only by using unfair means, which otherwise 
belongs to Hamlet whom Ophelia defines in following term. 
The courtier's, soldier's, scholar's eye, tongue, sword, 
Th' expectancy and rose of the fair state. 
The glass of fashion and the mould of form, 
(Ill.i, 153-55) 
According to the theological perspective, Claudius' succession is as 
unnatural as his fratricidal act. The moral pattern of Danish body politic 
has truly been reversed because, instead of a "Jove", "a very very 
pajock" rules the throne and instead of an eligible son, a brother 
succeeds the crown. Evil in Danish body politic is everywhere, first of 
all due to the original sin and then due to Claudius' "leperous 
distilment" which has disturbed and contaminated the Danish order. 
This contamination is exemplified further in Claudius' undisputed 
succession. "Since the whole court appears to go along with Claudius's 
marriage as well as his claim to the throne the whole court is implicated 
in his sin."^ Similar views about the court are expressed by Harold 
Jenkins: "His father has been succeeded by his uncle, to whom the fickle 
public have transferred allegiance and the Queen her wifely embraces."^ 
Claudius' undisputed succession is but an example of complete moral 
dissolution from the bottom to the top: 
Nor have we herein barr'd 
Your better wisdoms, which have freely gone 
With this affair along. For all, our thanks. 
(I.ii, 14-16) 
Ironically, if Claudius has reversed the moral pattern, Gertrude is 
no less a sinner. Her 'incestuous marriage' to Claudius not only reverses 
the law of the Book of Common Prayer which prohibited marriage to 
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husband's brother, she defies her previous marital vows as well. She is 
responsible for Hamlet's tainted vision of womanhood and is behind his 
famous utterance: "Frailty thy name is woman". Hamlet, from the 
outset, is "convinced that his mother and Claudius have sinned deeply 
by getting married"'^ and "he sees his mother's incestuous marriage as 
the source of his own defilement."'' Hence he chides the queen: 
You can not call it love; for at your age 
The heyday in blood is tame, it's humble, 
And waits upon the judgment,and what judgement 
Would step from this to this 
(Ill.iv, 68-71) 
According to Harold Jenkins: "The incestuous nature of the marriage is 
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made clear to the audience from the first." 
Therefore our sometime sister, now our queen, 
Th' imperial jointress to this warlike state, 
Have we, 
(I.ii, 8-10) 
Everyone in Danish body politic is busy in violating moral, social 
or political order. Gertrude, instead of weeping like Niobe, makes her 
marital vows "As false as dicers' oath". According to Hamlet her 
unreasonable act has transformed "sweet religion" into a "rhapsody of 
words". Instead of mourning like, Hecuba, she advises her son to shed 
his "inky cloak". 
Good Hamlet, Cast thy nighted colour off, 
And let thine eye look like a friend on Denmark. 
(I.ii, 68-69) 
Except a few, everyone, including the king and the queen, is busy in 
violating the laws of Nature; the commonwealth is marked with 
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carousing instead of mourning. With this total dissolution of social 
order, chaos is all pervasive and in it innocents are suffering and some 
such like Hamlet, wish to escape from this: 
0 that this too too sullied flesh would melt, 
Thaw and resolve itself into a dew, 
Or that the Everlasting had not fix'd 
His canon 'gainst self-slaughter.O GodlGod! 
(I.ii, 129-132) 
Claudius' unnatural deed has truly turned Danish body politic into 
a prison, where everyone is his "passion's slave". Everyone is busy in 
betraying God through his unnatural deeds. Their irrational acts are 
defeating the very purpose of their existence. Traditionally man is 
recognized superior to animals, but due to unreasonable acts, almost 
everyone in Denmark has fallen lower than animal itself 
The ideal world of Hamlet has been shattered, by the irrational 
deeds, to such an extant that for him the sub-lunary region is no more 
than a "sterile promontory," and everything seems to him, "but a foul 
and pestilent con-/gregation of vapours". Even the glory of heaven 
seems insignificant. The harmonious world of the thoughtfiil, meditative 
man has been reversed and to make his situation worse, he tragically 
tums out to be a man with a deed to do who for the most of the time fails 
to do it. A man, who finds himself unable to cope up with the all-
pervasive evil, is asked to avenge his father's murder. 
Revenge his foul and most unnatural murder. 
(I.v, 25) 
Commenting on the nature of his task, the editor of the Arden 
edition writes thus: "Hamlet's task, when placed in the widest moral 
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context, is not simply to kill his father's killer but by doing so to rid the 
world by satyr and restore it to Hyperion."'^ Though Hamlet willingly 
accepts the task but what is more problematic is that he fails to execute 
his father's commandment. Hamlet immediately, after Ghost's 
departure, says: 
I'll wipe away all trivial fond records, 
All saws of books, all forms, all pressures past 
That youth and observation copied there. 
And thy commandment all alone shall live 
(I.v, 99-102) 
But instead of throwing immediate challenge to Claudius, he prefers to 
"put on an antic disposition". Despite his resolution to avenge his father 
he shadows himself under the calm, though restless, which to Laertes is: 
That drop of blood that's calm proclaims me bastard, 
Cries cuckold to my father, 
(IV.v, 116-117) 
Undoubtedly, Hamlet is not rash and impetuous like Fortinbras and 
Laertes, which is implicit in the following speech: 
And prais'd be rashness for it: let us know 
Our indiscretion sometime serves us well 
When our deep plots do pall; 
(V.ii, 6-8) 
Hamlet's reluctance to act has been subjected to numerous critical 
approaches. What is it that accounts for Hamlet's inaction despite 
having so many instances e.g. Fortinbras and the players who provoke 
him again and again? Why does he fail despite so many resolutions and 
constant chidings from within? Why does he fail to execute his father's 
command despite having "the motive and the cue for passion"? 
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Yet I, 
A dull and muddy-mettled rascal, peak 
Like John-a-dreams, unpregnant of my cause, 
And can say nothing-no, not for a king, 
(Il.ii, 561-64) 
Why, despite having resolutions and will he keeps on suspending the 
ghost's commands? Why, despite having so many occasions, which spur 
his "dull revenge", he cannot say like Laertes: 
To this point I stand, 
That both the worlds I give to negligence, 
Let come what comes only I'll be reveng'd 
Most thoroughly for my father. 
(IV.v, 133-136) 
Various critical approaches account for various solutions. From a 
Freudian point of view, his Oedipus complex prohibits him fi-om 
avenging his father. Whereas according to some critics, his Protestant 
intellect doubts and interrogates the task assigned to him. According to 
critics he is the symbol of the emergent man, hence he is reluctant due to 
his distrust in the ghost and the code of revenge, which he again and 
again interrogates. His doubts, which are Protestant in nature, restrain 
him, and trap him in between his filial obligation and the archaic values, 
which he rejects fi^om the very comer. 
For E.M.W. Tillyard, Hamlet's reluctance is due to the conflict 
between his wit and will. In his discourse on the Elizabethan theological 
and philosophical beliefs, Tillyard states: "It may not be an accident that 
of the heroes in Shakespeare's four tragic masterpiece two, Othello and 
Lear are defective in understanding and two, Hamlet and Macbeth in 
will." This implies that his reason prevents Hamlet from becoming a 
passion or will's slave, which is imperfect. Undoubtedly Hamlet is a 
man of reason, so informs his philosophical soliloquies: his critical 
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discourses and comments on characters and their actions foregrounds his 
knowledge of human dual nature and of sin. Whether it is his reflection 
on human nature: 
What piece of work is a man, 
how noble in reason, how infinite in faculties, in form 
and moving how express and admirable, in action 
how like an angel, 
(Il.ii, 303-305) 
Or his criticism of his mother's 'incestuous marriage', this all brings 
forth his intellectual bent of mind and immense consciousness: 
0 God, a beast that wants discourse of reason 
Would have mourn'd longer- married with my uncle, 
My father's brother-but no more like my father 
(I.ii, 150-152) 
Undoubtedly he is forced by the paternal obligation to take revenge but 
in the words of Tillyard he is not willing enough to act. His reason or 
what critics call inwardness due to protestant ideology refuses to 
surrender to the bestial passion. His skeptical reason prevents him from 
avenging his father. Unlike Macbeth, Hamlet refuses to yield to passions 
and listens to his reason. 
Irving Ribner too echoes Tillyard's view. Ribner bases his 
analysis on the Christian humanistic framework the age and elaborates 
all that is implicit in Tillyard's statement. Tillyard is apt, when he calls 
Hamlet defective in will. But Ribner and a few other writers who 
analyze Hamlet in Christian fi-amework elaborate what he does not 
discourse upon. Implicit in Ribner's analysis is that though Hamlet is a 
man of intellect, nonetheless his intellect is one of divided 
comprehensiveness instead of a perfect comprehension. He is not 
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willing because of his disbelief in the ghost, in the code of revenge, in 
archaic values. He also fails to understand the "ways and purposes" of 
divinity. Though Hamlet's understanding and his judgement capabilities 
are capable enough to prevent him from becoming a passion's slave, yet 
these are not perfect enough to secure redemption and to solve the 
underlying metaphysical problems. According to the theological and 
philosophical beliefs, redemption can be achieved either through perfect 
self-knowledge, which leads to the knowledge of God or through perfect 
knowledge of divinity itself which again in turn is the knowledge of self. 
On the basis of Ribner's critical approaches to Hamlet, it can be 
said that Hamlet's self-knowledge is perfect which prevents him from 
acting unreasonably but he still needs to learn something more. This 
prerequisite knowledge can be summed up in the words of Ribner: "At 
the end of the play Hamlet learns to accept the order of the universe and 
to become a passive instrument in the hands of a purposive and 
benevolent God. When he has done so, he can accomplish his mission in 
spite of his human failings. Like all men he must die, but Hamlet's 
death, like that of Romeo, is also his victory, for through his encounter 
with evil he has learned the nature of evil and the means of opposing it. 
With this knowledge he is ready for salvation."'^ Hamlet's tragic 
journey can also be termed the journey of an intellectual man towards 
growth to maturity and towards redemption. 
Amidst all sorts of violence and discord at social, moral and 
civil level, Hamlet is the only person, who is asked to restore the 
violated order and, ironically, besides innocent Ophelia and Horatio he 
is the only person who secures redemption None of the characters, who 
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violate order by their irrational acts, achieve redemption. Gertrude 
definitely realizes her sin when Hamlet shows him the mirror: 
O Hamlet, speak no more. 
Thou turn'St my eyes into my very soul. 
And there I see such black and grain'd spots 
As will not leave their tinct. 
(Ill.iv, 88-91) 
This honest confession may save her sinned soul, yet she is beyond 
redemption. 
As far as Claudius is concemed, he too is not beyond redemption, 
but under the sway of his "wicked wit", he again and again diverges 
from divine 'Reason'. He is not willing enough to restore Danish body 
politic to its natural harmony by shedding his ambition, crown and 
queen. Claudius' "damn'd and black "soul" remains unpurged despite 
his confessions, first of all because his confessions are not honest and 
sincere as he himself says: 
My words fly up, my thoughts remain below. 
Words without thoughts never to heaven go 
(Ill.iii, 97-98) 
Secondly, he retains his "offence" despite his knowledge of the 
irrationality involved. He fails to seek God's mercy genuinely. Despite 
the agony of the soul, he fails to release himself from his chained 
condition. His dilemma is very much like that of Macbeth before the 
murder of Duncan. Gertrude might have sinned unknowingly but purges 
herself consciously and willingly, whereas Claudius, despite being 
conscious of his sin, willingly fails to purge his soul. He keeps on 
conspiring against Hamlet instead of giving him, his throne back. Such a 
man who again and again diverges from normative path, despite having 
moral qualms is beyond redemption. Claudius, 'the spirits of evil' itself 
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is beyond redemption. He learns the evil involved but does not renounce 
it. 
As far as Laertes is concerned he is led by evil into very action that 
Hamlet has been able to avoid. "His instigator to revenge is indeed the 
'goblin damned' which Hamlet feared his father's ghost might be. 
Laertes lives and dies as 'fortune's fool', unable to control his passion, a 
rebel against order, and, in contrast to Hamlet, a failure in his cause''^ 
Laertes may have earned a place in heaven because of his honest 
confessions but he does not realize the evil within. 
Exchange forgiveness with me, noble Hamlet. 
Mine and my father's death come not upon thee, 
Nor thine on me. 
(V.ii, 333-336) 
As far as Hamlet is concerned, according to Tillyard he is not 
willing enough because of his comparatively sound understanding but 
according to Ribner, he is required to learn a few more things. 
Intellectual queries impede Hamlet's way towards redemption despite 
the knowledge of self, which is also redemptive. According to the 
theological beliefs of the age the ultimate aim of man on this earth was 
to know and to love God. Accordingly Hamlet's knowledge of divinity 
is imperfect; consequently he fails to understand the workings of 
divinity and curses his destiny. Hence he is beyond redemption despite 
having the knowledge of human dual nature. His personality is not 
flawless. 
Though Hamlet's grief over his father's recent death is natural 
and is in direct contrast to that of Gertrude's "o'er-hasty marriage", the 
Christian studies view it unnatural and in direct defiance of divinity for 
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"it implicitly denies the justice of God who has decreed his father's 
death...Hamlet's excessive grief has the exaggeration of all symbol; it 
represents the state of man with 'heart unfortified, a mind impatient/ An 
understanding simple and unschool'd This is the low point 
which from, like Romeo, he must grow to maturity." According to 
some such Christian studies, Hamlet, like Lear, lacks certain virtues, 
which can make him perfect and redeem him. 
If his 'melancholia disposition' suggests his grief, his free 
attitude, defies divine pattern as well. Though Hamlet's inwardness does 
not mean that he is a skeptic rather it means that he is not always strictly 
guided by religion. Ironically, Hamlet's inwardness and Protestant 
doubts and fears are the only thing that impedes his way despite having 
"motive and cue for revenge". His inwardness is the biggest obstacle in 
his way to redemption. He questions the act of revenge itself, fails to 
understand its need, fails to understand that the duty imposed upon him 
is not an act of personal vengeance, rather "the duty of every Christian 
soul: to combat this evil which distorts God's harmonious order."'^ 
Irrespective of the Christian framework of the play, the play 
clearly depicts some sort of development in Hamlet's character. 
Ultimately, from a man of resolutions and dissolutions, he becomes one 
who fiilly affirms his faith in divinity, in His ways, and learns to cope up 
with all-pervasive evil. Hamlet ultimately grows to maturity. Much 
more important is that he sheds his stubborn attitude and resolutes to 
eradicate evil out of the sense of natural justice and not personal 
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vengeance. This time, he resolves to eradicate evil itself instead of 
Claudius: 
Does it not, think thee, stand me now upon-
He that hath kill'd my king and whor'd my mother, 
Popp'd in between th' election and my hopes. 
Thrown out his angle for my proper life 
And with such coz'nage- is't not perfect conscience 
To quit him with this arm? 
(V.ii. 63-68) 
Nevertheless, Hamlet's redemption does not lie in his resolution; rather 
it lies in his realization of divinity, which inspires him to act. The 
moment Hamlet affirms: 
There's a divinity that shapes our ends, 
Rough-hew them how we will-
(V.ii, 10-11) 
He is one with God and hence a redeemed soul. This union is in itself 
redemptive. This union Hamlet again and again affirms. As long as he 
considers revenge as a personal vengeance, his Protestant intellect 
restrained him, but the moment he learns his job, he learns that he is 
eliminating evil and hence moves ahead to set the order right. He takes 
revenge out of divine inspiration. 
Hamlet's development and redemption lies in his tragic joumey, 
from a man of extreme self-consciousness into becoming the "scourage 
and minister". On his voyage to England, young Hamlet grows to 
maturity. At a time when he considers himself bound to punishment due 
to his crime against Polonius, he is miraculously saved. This miraculous 
escape generates faith to divinity in Hamlet. This faith fills him with a 
feeling i.e. "readiness is all". Hamlet no more interrogates the ways and 
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purposes of divinity or the code of revenge. This sudden development 
removes all the barriers of mind. Towards the end of his life he is aware 
and unaffected by internal as well as external evil. As far as the mode of 
redemption is concerned if his union with God is redemptive, this union 
takes place only by learning the true nature and the ways of divinity, 
which Hamlet learns during his tragic journey. He is bestowed with 
God's grace, which ultimately helps him in learning the purpose and 
ways of divinity. His redemption is, in a way different from the rest of 
three protagonists undertaken in this proposed study, for his redemption 
comes to him without violating the order or involving in sinful 
activities. His faith in Divine Providence is redemptive. "This faith 
Hamlet acquires on his sea voyage, and it is the principal mark of his 
regeneration."^^ 
To conclude, Hamlet is redeemed. His realization of divinity is 
implicit in his surrender to the divine will; surrender not out of 
helplessness rather a reasonable one. This transformation is one from 
divided comprehensiveness to single comprehension. He is no more the 
young Hamlet rather a mature one, who wins all praises. He never 
before affirms his faith in divinity in such terms. As far as his 
fransformation is concerned it is complete and to quote Harold Jenkins: 
"Revenge still has its ruthlessness, as witoess what it dos to Rosencrantz 
and Guildenstem; but reluctance, now that he recognizes and submits to 
a universal order, is at an end."^ ^ Hamlet symbolic of Renaissance 
questioning and doubt finally surrenders to Divine will and is redeemed 
through God's grace. 
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chapter III 
OTHELLO 
(THE CLOSET SCENE) 
His virtues else, be they as pure as grace, 
As infinite as man may undergo. 
Shall in the general censure take corruption 
From that particular fault. The dram of evil 
Doth all the noble substance often dout 
To his own scandal. 
{Hamlet, I.iv, 33-38) 
If this reflection on human nature by Hamlet corresponds to one 
of the commonplace beliefs of the Elizabethan age, it aptly summarizes 
the cause behind the tragic fall of "Valiant Othello" as well. When 
interpreted and analyzed in terms of the theological beliefs of the age, 
Othello undertakes the study of "a man of essential nobility", who is, 
"debased by humiliating passion to a level not far above the animal, a 
level far lower than that to which any of Shakespeare's other heroes 
sink."' The innocent blindness and 'unsuspicious trust' of the "worthy 
governor" in domestic matters is "that particular fault" which transforms 
"the noble Moor" into a "gull", a "dolt" and to quote Emilia's words -
"a blacker devil". His heavy ignorance as well as lack of deep 
understanding along with the provoked "barbaric crazed fury of physical 
jealousy, the jealousy that is the counterpart of lust, not that which is the 
counterpart of love", results in his tragic fall and Desdemona's tragic 
demise. Under the sway of jealousy, a deadly sin in Renaissance terms, 
he converts his rational self into a passionate self and reverses the 
harmonious pattern of his domestic world. This time the conflict 
between reason and passion, in theological terms, is taken up at 
domestic level. Under the sway of passions, provoked by a base spirit, 
Othello turns into a 'spirit of negation' from the 'spirit of creation'. S.L. 
Bethell, in his article The Diabolic Images in Othello interprets 
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Othello's transformation in terms of the diabolic images thus: "lago has 
only his fair proportion of diabolic imagery, yet we undoubtedly gain 
the impression that in this play the theme of hell, as it were, originates 
with him and is passed to Othello later as lago succeeds in dominating 
his mind. Stastics show this impression to be well founded. In Act I lago 
has eight diabolic images and Othello none; in Act II he has six and 
Othello one. The change comes in Act III, where lago drops to three and 
Othello rises to nine. In Act IV lago has only one while Othello has ten, 
and in Act V lago has none and Othello six."^ 
His ancient lago may be held responsible for initiating chaotic 
conditions in his home-affairs, nevertheless, Othello alone is responsible 
for all that takes place. He accepts, without deep interrogation, lago's 
insinuations, which are defined by Parker as "more absurd in content but 
more subtle in technique."'^  Undoubtedly "like a spider's web, lago's 
plot is the most fragile of lethal constructions; the merest wave of the 
hand could tear it away. If any one of the characters made a single, 
almost self-evident connection, the whole world picture would instantly 
become clear."^ Ironically all his victims fail to see his reality; either 
they do not want to see or they are incapable, under the sway of their 
own passions, to see. Hence a noble soul is betrayed by ignorance in 
domestic matters and destroyed by apparent knowledge. In his 
irrationality, Othello not only thrashes his wife; he reverses the creative 
pattern of nature by misconceiving himself a divine minister and her 
wife a "whore". Though lago is an evil incarnated and causes Othello's 
tragic downfall, yet Othello alone is responsible for reversing the pattern 
of values and degenerating his celestial self into bestial form and for 
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reducing himself to sub-human state. Commenting on the nature of evil, 
Ribner writes: "evil needs no specific reason to seduce man that its very 
nature is to do so."^ In a way lago is a 'motiveless malignity'; he is like 
the morality Vice, whose aim is to destroy all that is good in society. He 
is contemptuous of the virtuous, has low opinion about woman, and 
gulls Roderigo. Othello, like Gertrude, defies the marital vows and 
transgresses the 'primary law' of Nature by disturbing the 'lawful 
conjunction of men and women'. Hence, in wider perspective his sin is 
no ordinary sin rather one against the divine order of the cosmos. 
Due to this violation of order, chaos, which in Othello is mainly 
domestic, is but inevitable. 'Degree' is, nevertheless violated though at 
low level. Hence, chaos, in Othello is mainly domestic and not cosmic 
and prolonged as that of King Lear and Macbeth. This time order is 
violated, not by a King or a prince rather by a military general - a man 
of comparatively lower rank in the hierarchy of rational souls. 
Moreover, his sin is not against a king rather against his wife alone: both 
of them belong to a comparatively low scale in the human hierarchy. 
Hence, when interpreted in terms of the doctrine of correspondence, the 
impact of the reversed order on the cosmos is slight and is foregrounded 
in Othello's speech: 
O, insupportable! O heavy hour! 
Methinks it should be now a huge eclipse 
Of sun and moon, and that the affrighted globe 
Should yawn at alteration 
(V.ii, 99-102) 
Commenting on various 'degrees' in Othello M.R. Ridley writes: 
"In Othello the figure in the highest station is the "Duke" of Venice, 
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who is no more than a figure-head and apart from him, we have a 
senator and his daughter, and three army officers, one of the highest 
rank."^ This man of 'the highest rank' fails to judge the evil intentions of 
lago, who, according to Ribner, is "the masquer or dissimulator, the 
conventional figure of evil disguised as good" , believes sincerely in his 
fascinating though fake tales and seals his tragic fall. Ironically, in his 
irrationality, he fails to see all that is natural and good and accepts all 
that is 'Satanic' and unnatural. He is too blindfolded by his passions to 
accept anyone's honest pleadings except that of lago, and reduces his 
rational capabilities to the level of a puppet. Hence, his incapability to 
look behind the curtain seals his doom. 
Undoubtedly, if not worked upon by lago, Othello could have 
proved a loving husband, a fact accepted by lago too: 
The Moor, how be't that I endure him not. 
Is of a constant, noble, loving nature; 
And I dare think, he'll prove to Desdemona 
A most dear husband: 
(Il.i, 283-286) 
But he could have been a better man as well if he had used the 'given' 
reason wisely instead of diverging it from the divine 'Reason'. 
Nevertheless, his fall is sure, once he has given himself to satanic 
impulses. 
The conflict between the 'spirit of creation' and the 'spirit of 
negation' is projected from the very beginning of the play. Just because 
lago is passed over for the post he aspires to, by Cassio who "had the 
election" and who according to him is more a Florentine and "A fellow 
almost damn'd in a fair wife", lago decides to avenge his General. 
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Initially, lago, alone, is responsible for contaminating the harmonious 
pattern of Venice-a highly civilized and cultured city whose 
govemment is controlled by wise people. The setting despite the early 
threat of the Cyprus wars is a peaceful one. According to Bernard, "the 
world of Venice has its problems impending war, midnight elopements 
and outraged fathers-but it also has institutions capable of dealing with 
them. The Senate, though meeting in a crisis atmosphere, displays 
exactly the kind of level headedness that will be so lacking on all sides 
at Cyprus."^ Conflict between good and evil sets in the play, the moment 
lago announces his evil intentions thus: 
In following him, I follow but myself 
Heaven is my judge, not I for love and duty, 
But seeming so, for my peculiar end. 
(I.i, 58-60) 
lago's diabolic or 'Satanic' intellect comes forth in these lines. lago is 
such a grave threat to Venice that critics like Catherine Bates, are bound 
to see him in following terms: "The Venetian state is in fact, less 
imperiled by the Other - the Turkish barbarian against whom Othello is 
engaged to fight, or indeed by the Moor himself - then it is by his own 
kind, a super-subtle Venetian whose evil is the more invidious for being 
home grown. lago is a perfect picture of that unsettling contradiction 
who reveals civilization's claims to natural order and cultural superiority 
to be nothing but a sham."'° He too is no less a sinner than Othello 
because his every act defies the 'Laws' one way or the other. He is a 
villain in the state of Venice. lago may be just in his revenge, 
nevertheless, in wider perspective, his every act defies "the master-
servant relationship", which "was the bedrock of the Elizabethan-
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Jacobean society because each party was expected to perform his role in 
harmony with nature's rule of order and degree."'' Hence, critics aptly 
call him a man of no morals and unsound judgements. According to S.L. 
Bethell: "he has clearly much in common with the stage Machiavel; the 
fundamental principle he professes is that of pure self interest. His 
speech on master servant relationship is the very inversion of feudal 
duty, a deliberate throwing over of the old morality based on traditional 
religion ... lago's practical materialism is evident in his attitude to love, 
"merely a lust of the blood and a permission of the will", and in his 
contemptuous remark to Cassio, bewailing his wounded reputation: "As 
I am an honest man, I thought you had received some bodily wound."'^ 
From the very beginning lago's morality is slight. He is utterly 
contemptuous of all those values, which were the basis of social order in 
the contemporary society. His selfish reason is in conflict with all sorts 
of virtues and like a Renaissance skeptic his reason is used for selfish 
motives. 
Many a duteous and knee-crooking knave. 
That, doting on his own obsequious bondage, 
Wears out his time much like his master's ass. 
For nought but provender, and when he's old, cashier'd. 
Whip me such honest knaves: 
(I.i, 45-49) 
lago, in the words of Knight "is a kind of Mephistopheles, closely 
equivalent to Goethe's devil, the two possessing the same qualities of 
mockery and easy cynicism."'^ lago is symbolic of all pervasive evil in 
Othello's domestic world. He is evil for the sake of evil and not out of 
any just motive. This is explicit in his gulling of Roderigo- a Venetian 
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gentleman who is a foolish lustful fellow and d^^e^-toaj^rryjorf.ayrast 
sleep with the beautiful Desdemona, daughter to the 'Y€§pcc^ Senator 
Brabantio. 
The harmonious pattern of Venetian body politic is initially 
threatened by lago and Roderigo's immoral acts and attitudes. Hence, 
the "odd-even and dull watch o' the night" perfectly corresponds to 
lago's Satanic nature and evil designs as well as to Roderigo's lust. They 
disturb the moral and social order of Venice through their wicked and 
evil deeds. In a way they impose social chaos, though partial, in 
Venetian body politic. If their terrific cries disturb the social peace of 
Venice, their evil intentions usurp its moral peace. These men of bestial 
instincts, ironically, pretend to be the upholder of 'Natural Law' and see 
Desdemona's elopement in terms of gross violation of 'Laws'. Himself 
a 'passionless rationalist', lago affirms confidently as, "I am not what I 
am". lago sees lust as at the bottom of human nature: 
These Moors are change-
able in their wills: ... Fill thy purse with money. 
The food that to him now is as luscious as locusts, 
shall be to him shortly as acerb as the coloquintida. 
When she is sated with his body, she will find the 
error of her choice; 
(I.iii, 347-52) 
That is why he sees Desdemone's love for Othello as a temporary 
passion. Undoubtedly love for him is "merely a lust of the blood and a 
permission of the will". 
Though lago is very much aware of his irrational acts, 
nevertheless like a Renaissance skeptic he is confidant of his self His 
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reason, hence, his is the reason of pride and not in accordance with the 
divine 'Reason'. 
Desdemona's love to the moor and her consequent elopement 
may be a violation of Venetian law, but she, in no way, transgresses 
Nature's law. That is why Ribner views her love "in the highest scale of 
Christian neo-Platonism, love of the mind and understanding."^"^ If she 
faces the senate courageously it is because of her sense of righteousness: 
I saw Othello's visage in his mind, 
And to his honours, and his valiant parts 
Did I my soul and fortunes consecrate: 
(I.iii, 252-54) 
For lago, her elopement may be out of lust, but for Desdemona it is 
celestial and divine love. True it is that love has made her bold and she 
emerges from a meek and humble lady to that of 'strong-sense, courage 
and plain-speaking'. Neither she nor Othello's love is out of lust rather it 
all began with his fascinating tales and her showering of sympathies for 
his grief Othello's court address too makes clear that his love for 
Desdemona is one of mind and spirit and it is far away from carnal 
desires. Othello himself reports to the Court: 
She lov'd me for the dangers I had pass'd, 
And I lov'd her that she did pity them. 
This only is the witchcraft I have us'd: 
(I.iii, 167-69) 
For the first two acts and the first two scenes of the third act, 
Othello is portrayed as the great general, the trusted servant of the state, 
as the devoted lover and husband. The negative image portrayed by 
lago, a superbly skillful and opportunist tactician, projects the 
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protagonist in all sorts of negative shades, nevertheless the negative 
image 'falls to pieces' with Othello's first appearance. lago's initial 
verbal projection of Othello mismatches with his actual appearance in 
Act I scene ii. According to Gabriel Egan, "when Othello appears in the 
next scene he performs the traditional good-character acts of preventing 
two armed parties falling to blows and of reverencing the old, but the 
serious test of his character is what the Venetian senate makes of him 
and his surreptitious marriage to Desdemona."'^  Instead of a man of 
"pride and purposes", one who presents everything with "bombast 
circumstances", one who is "horribly stuff d with epithets of war" 
appears a man whom Ridley calls 'laconic, dignified and courteous'. 
Like a good character he prevents the brawl, full of respect for 
Brabantio and courageously faces Senate. Thus he maintains social and 
moral peace. In the words of R.F.Wilson, "Venice and Othello represent 
powerful reason in control of destructive passion."'^ Despite so many 
provoking allegations by Brabantio such as "O thou foul thief, "sooty 
bosom", "abuser of the world", he does not lose his control, his 
dignified and courteous tone, rather like a soldier he is ready to answer 
all the allegations. As a matter of fact, as a general and as a husband, he 
is a part and parcel of the harmony and coherence of the divine order, 
who not even for a moment shirks from his duties. Hence, because of 
this sense of duty he is ready to depart to Cyprus despite his recent 
marriage, and wage a war against Turks: 
I find in hardness, and would undertake 
This present wars against the Ottomites. 
57 
Most humbly therefore, bending to your state, 
I crave fit disposition for my wife, 
Due reference of place, and exhibition, 
(I.iii, 233-37) 
He preserves the divine order as a trusted general and as a caring 
husband. By performing his duties in accordance with the divine laws he 
is, thus, maintaining 'degrees'. Hence, he successfiilly fights the Turks 
and readily takes upon the fury of the elements. Against the ferocity of 
the elements, reported by the second gentleman thus: 
The chiding billow seems to pelt the clouds. 
The wind-shak'd surge, with high and monstrous main. 
Seems to cast water on the burning bear. 
And quench the guards of the ever-fixed pole; 
(Il.i, 12-15) 
Othello commands like a "fiill soldier". He is thus a brave and dear 
Othello for everyone and not a "gondolier" as verbally projected by 
lago. He bravely faces the political crisis in Cyprus, restores its peace 
and harmony and thus restores Nature's 'civil law'. Othello bravely 
faces the cosmic forces as well as civil disturbances caused by barbaric 
forces and successfully tames the external barbarism of the Turks. 
Along with this soldiership, his love for Desdemona is intact. He 
is ready to take on any Promethean challenge for her: 
Omy soul's joy, 
If after every tempest come such calmness. 
May the winds blow, till they have waken'd death, 
And let the labouring bark climb hills of seas, 
Olympus-high and duck again as low 
As hell's from heaven. 
(Il.i, 184-89) 
Ironically this brave man, who successfully takes upon the fiiry of 
elements successfully, curbs uncivilized powers, is ready to face the fury 
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of anything, fails to control his internal passions and under the sway of 
jealousy diverges from the prescribed ways of living. Blinded by his 
passions he thrashes his wife. His sin is in turn against the divine 
Providence that saves Othello, Desdemona and Cassio from the fiiry of 
the elements. He not only violates his degree; he reverses the creative 
pattern of divine Providence. 
According to R.F.Wilson, "The terrible storm signals not only the 
revolt of nature but also revolt of passions; it foreshadows the fate of 
Othello and Desdemona by suggesting that though they have survived 
nature's tempest, they will soon enough "drawn" in their own tempest 
tossed "seas."'^ Harry Levin views "the removal of Othello and 
Desdemona from the rich orderly society in which their love flourished, 
through storm and danger to an isolated and besieged outpost where 
their love will be destroyed is but the first step in a far more profound 
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estrangement." "The heavens" could have defended him as long as he 
was in accordance with the law, but the moment he willingly diverges 
his self from divine law, he is bound to suffer. Though, he is a much 
travelled soldier, having little domestic experience nevertheless, he 
could have saved himself by using his reason well. 
From this point onwards lago "the Turk who has burrowed under 
the castle walls to produce his kind of paganism from within rather than 
without"'^, sets on to "untune" their music which according to Knight, is 
presented poetically in terms of heavenly bliss and cosmic order. lago, a 
Turk now, fails to see that by untuning Othello and Desdemona's music, 
he will untune the harmony and coherence of the divine order too. He 
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fails, being a skeptic, to realize what this disturbance, means. According 
to Bethell, "he deliberately throws over the old morality based on 
traditional religion." 
[Aside]0, you are well tun'd now, 
But I'll set down the pegs that make this music, 
(Il.i, 199-200) 
"Valiant Othello" is never far away from the sense of sin and 
redemption as far as his duties as a general is concerned. The following 
speech foregrounds his sense of duty: 
That my disports corrupt and taint my business. 
Let housewives make a skillet of my helm. 
And all indign and base adversities 
Make head against my reputation! 
(I.iii, 271-274) 
Undoubtedly, in Cyprus, lago is the external force of evil; but the evil 
within Othello coincides with this objective evil and leads him towards 
his self-destruction. The passions within him alone are responsible for 
his tragic demise. Hence his little experience in matters domestic and 
his corrupt understanding charts his course towards damnation. The 
desperate tempest of jealousy, an unknown emotion to Othello, bangs 
him completely. Though this tempest of jealousy is initially personified 
in lago, but later transferred in Othello, it makes his domestic conditions 
chaotic. Commenting on lago's jealous nature, Ribner writes: "lago is 
the dramatic symbol of jealousy itself, and he mirrors jealousy in all of 
its possible forms. He is jealous of Cassio's position. His suspicions of 
Emilia, of which Shakespeare reminds the audience throughout the play, 
show the same kind of sexual jealousy he is to arouse in Othello. lago in 
his soliloquies reveals himself to the audience as a personification of 
60 
01 
jealousy." His "virtue speech" has made his identity clear i.e. under an 
appearance of sanctity lies a serpent. 
In order to secure his motive, lago first directs his canons, in a 
planned way, against Cassio so as to "cause these of Cyprus to Mutiny" 
and thereby achieves "the displanting of Cassio" which has been 
foreshadowed in: 
The great contention of the sea and skies 
Parted our fellowship: 
(Il.i, 92-93) 
Act II scene iii is important for two significant reasons: lago 
secures one of his motives by displanting Cassio from his lieutenancy 
and it forwards Cassio's through and through redemptive nature. He is 
otherwise a courteous, responsible and a brave soldier except his 
infirmity for excessive drinking. His infirmity is deliberately worked 
upon by lago, which leads to social chaos in Cyprus. Though Cassio 
disturbs social peace, but in no way transgresses any of Nature's 'Laws'. 
According to Bernard, "a cup of wine which Cassio takes to please the 
gallants precipitates a quarrel, the quarrel develops into a brawl, the 
brawl into a riot, and the riot leads to his dismissal and the loss of his 
reputation." He is through and through redeemed because of his 
knowledge of self that he forwards thus: 
I ha' lost my reputation! I 
ha' lost the immortal part, sir, of myself and what 
remains is bestial; 
(Il.iii, 254-56) 
Along with this knowledge of dual human nature, his knowledge of 
divinity is perfect which he expresses thus: 
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God's above all, and there be 
souls that must be saved, and there be souls must not 
be saved. 
(Il.iii, 96-98) 
Or 
God forgive us our sins! 
(Il.iii, 105) 
Commenting on Cassio's character, Siegel v^ites thus: "If in Othello 
Shakespeare's audience had a terrifying reminder of the possibility of 
even the noblest men succumbing to the wiles of devil, in Cassio it had a 
hopeful reminder of the possibility of the ordinary man - one who like 
each of them, was subject to mortal frailty - achieving salvation through 
faith and repentance."^^ 
His knowledge of divinity, of his corrupt soul and fallen self all 
these are redemptive. He knows what can transform a man into a beast 
and in the following speech forwards a moral thus: 
O God, that men 
should put an enemy in their mouths, to steal away 
their brains; that we should with joy, revel, pleasure, 
and applause, transform ourselves into beasts! 
(Il.iii, 281-84) 
He exemplifies what master and servant relationship means, which lago 
betrays. Hence, his sorrows are not due to his demotion from his post 
rather due to his sense of failure. He is grieving not out of sense of 
injustice but because he fails to execute the duties to which Othello 
appoints him: 
I will rather sue to be despis'd,than to deceive so 
good a commander, with so light, so drunken, and 
indiscreet an officer. 
(Il.iii, 269-271) 
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Meanwhile, Othello is yet to lose his control, his reason under lago's 
spells. This scene, therefore once again, establishes Othello's duteous 
self. Whether it is the reporting of the Turkish invasion to Venetian 
government, appointing Cassio to guard the place or to watch the 
fortification of the island on his own, his every movement contributes to 
the harmony of the order. He is still a preserver of God's harmonious 
order. He is yet to yield to lago's devilish intellect. He is still a fine 
soldier and can distinguish between 'seeming' and 'being': 
Are we tum'd Turks, and to ourselves do that 
Which heaven has forbid the Ottomites? 
For Christian shame, put by this barbarous brawl; 
(Il.iii, 161-63) 
As a matter of fact, Othello, as a general, never diverges fi^om Nature's 
'civil law'. By performing his soldierly duties he is very much in 
accordance with it. Ironically, this sense of duty is too much within, that 
in his executing of Desdemona, he thinks that he is preserving the divine 
order blotted by her lust. Hence he says: 
It is the cause, yet I'll not shed her blood. 
Nor scar that whiter skin of hers than snow, 
And smooth, as monumental alabaster; 
Yet she must die, else she'll betray more men. 
(V.ii, 3-6) 
In the name of preserving the order, he violates it. According to 
Prosser,"By idenfifying himself with the relentless course of the Pontic 
Sea, Othello confers nature's sanction upon the new self of the just 
avenger. By implication patience and "humble love" are rejected as 
"unnatural", and vengeance is exalted in their stead. But the "nature" 
Othello adopts here is not the orthodox, the one Christian humanism 
posited, the one we have come to identify with Shakespeare."^"* He 
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breaches 'primary law' of Nature by breaking the 'lawful conjunction of 
men and women'. Ironically, on the one hand, he preserves Nature's 
'civil law' by executing his soldierly duties and on the other hand, he 
destroys its 'primary law' by thrashing his wife "divine Desdemona" in 
the name of justice. Hence, he alone is responsible for bringing havoc in 
his domestic life. Like Shelley's West wind he is the destroyer as well as 
preserver of the 'cosmic order'. On the one hand Othello maintains civil 
peace, repeatedly destroyed by lago, who constantly threatens to disturb 
the order like evil. On the other hand he usurps his domestic peace due 
to his lack of experience and deep understanding in such matters. R.B. 
Heilman is apt enough in his estimation of Othello: "Othello's failure to 
treat Desdemona more humanely can be in part explained as the result of 
the limited sort of training he has had and the limited sort of experience 
to which he has been accustomed."^^ But Bradley holds a different 
notion, according to Bradley, "His warriorship should not be limitation 
in domestic life." 
His rise as a soldier is complete by Act II, scene iii and from Act 
III, scene iii onwards the play takes up the fall of "our noble and valiant 
Othello"as a domestic man. At the beginning of this scene, his 
personality is very much like that of earlier Othello: tender and 
confident. Despite several initiatives, lago's plan backfires for Othello is 
still a man of unshakable confidence. Hence he rejects lago's implied 
allegations thus: 
To say my wife is fair, feeds well, loves company, 
Is free of speech, sings, plays and dances well; 
Where virtue is, these are more virtuous: 
Nor from mine own weak merits will I draw 
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The smallest fear, or doubt of her revolt, 
For she had eyes, and chose me. 
(Ill.iii, 188-93) 
His reason is very much in accordance with the Divine 'Reason' 
and he knows that foul knaves use the rhetoric, used by lago, only. The 
misconception that lago is "just" is the only cause that leads him to 
believe whatever lago has to say. 
And for I know thou art full of love and honesty 
And weighest thy words, before thou give'em breath. 
Therefore these stops of thine fright me the more: 
For such things in a false disloyal knave 
Are tricks of custom; 
(Ill.iii, 122-126) 
"By the end of the scene, he has wilified her in the coarsest 
terms, renounced his love with a solemn oath and is determined to 
murder her."^^ 
His fall is gradual. His rational self debases by and by into bestial 
self because he fails to use his reason well. lago creates a reality which 
does not exist, tricks him, traps him by working on human psychology 
through his oratorical devices and Othello one by one, keeps on 
accepting them. Evil within provoked by external evil leads Othello to 
his ultimate self-destruction. Initially the good or his judgement 
capabiHties resist the temptation but ultimately the good yields to the 
subjective evil. If lago is the 'devilish, disruptive force' that transmutes 
heaven into hell and order into "chaos", Othello, once transformed is no 
better than lago. He too transmutes heaven into hell and his domestic 
order into chaos. His fall is not sudden like that of Lear but gradual. 
From this point onwards, within a hundred lines he is on the rack, later 
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in the same scene his occupation's gone and by the end of it he 
pronounces death of Cassio and Desdemona, and "Chaos" is come 
again. As a general he pursues his professional business, makes an 
inspection of the fortifications of his commands but loses his rational 
self and power of judgment as a husband, as a domestic man. Hence 
lago successfully executes his professed plan on Othello: 
I'll have our Michael Cassio on the hip. 
Abuse him to the Moor, in the rank garb 
Make the Moor thank me, love me and reward me, 
For making him egregiously an ass, 
And practicing upon his peace and quiet. 
Even to madness: 
(II. i, 300-306) 
lago truly puts him "into a jealousy so strong" that Othello's 
inexperienced "judgement" in domestic matters fails "to cure it". 
Blindfolded by his own passions, he takes good for evil and evil for 
good. Nonetheless if lago successfully works out his plan, it is only 
because Othello has several severe infirmities. His infirmities are those 
unknown aids, which lago uses to make him jealous of Desdemona and 
pronounce death on Cassio. If lago's "boat sails freely, both with wind 
and stream", it is because each of his victims fails to apprehend his 
truth, fails to judge the truth on his own. It is their own follies that lead 
to their tragic falls and sufferings of innocent people like Desdemona 
and Cassio. His victims err and lago traps them in their own follies. It is 
not the "planets" which "had unwitted men", rather their own follies 
which are responsible for their fall. 
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lago perceives Othello's weakness in the cashiering of Cassio i.e. 
"the thing most apt to break Othello's normal control is failure to get a 
straight answer to a straight question"^^ and begins with working on this 
weakness. "lago is a Machiavel in the precise sense of the term; like the 
Florentine political philosopher, he works empirically, observing man's 
actions, noting the difference between the way they purport to act and 
the way they do really act, and pointing to the fact that event always 
favours the shrewd, unscrupulous operator rather than man of honor and 
principle."^^ He deliberately keeps on delaying the revelation of what 
exactly he intends to reveal and puts Othello straight into suspicion. He 
uses Othello's unsuspicious trust because he knows that "The Moor a 
free and open nature too, / That thinks men honest that but seems to be 
so", his loss of self-control in certain conditions puts him into a strong 
jealousy which despite his use of reason to a certain extent, he fails to 
cure. Othello does use reason but not completely. He does not believe 
Emilia despite her honest explanation because he is convinced: 
She says enough, yet she's a simple bawd 
That cannot say as much: this is a subtle whore, 
A closet, lock and key, of,villainous secrets. 
And yet she'll kneel and pray, I ha' seen her do't. 
(IV. ii, 20-23) 
He does not listen to his instincts that are more loyal than his reason-
A balmy breath, that doth almost persuade 
Justice herself to break sword: once more: 
Be thus, when thou art dead, and I will kill thee, 
And love thee after: once more, and this the last, 
So sweet was ne'er so fatal: 
(V. ii, 16-20) 
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Neither does he Usten to "divine" Desdemona's honest protests because 
he is convinced of her ilHcit relationship with Cassio. For him, she is no 
more than a "public commoner", a "whore", a "strumpet". To him her 
sin is so gross that the cosmos itself is ashamed of her act: 
Heaven stops the nose at it, and the moon winks, 
The bawdy wind, that kisses all it meets, 
Is hush'd within the hollow mine of earth. 
And will not hear't: 
(IV. ii, 79-82) 
Ironically a sinner himself asks an innocent lady to confess. This 
shows his total corruption of rational self, of the victory of passion over 
reason. "Heaven doth know" that she is honest but he fails to understand 
this. Because of this sense of injustice, of the tag of a cuckolded 
husband, he suffers, grieves, and agonizes, but in his sufferings he does 
not learn anything. His agonies and sufferings are not like those of Lear 
which purges him of his pride and power and pushes Lear towards 
redemption, rather, Othello's sufferings, his physical suffering e.g. 
headache, weeping, pushes him one more step towards his fall. Othello 
does not learn anything from them. In fact his suffering and agonies 
turns him into a stone where no innocent and honest pleading of 
Desdemona will work, where her pleas are as good as water off duck's 
back. Othello if not for love, at least in his revenge definitely renounces 
"his baptism" and "all seals and symbols of redeemed sin". Hence lago 
successfully out of his "goodness make the net" either deliberately or 
out of necessity "that shall enmesh'em all". He is definitely the agent of 
hell, an incarnation of Satan itself because in all his soliloquies he 
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denies divine Providence, and thereby transfers his jealousy into 
Othello. lago's association with hellish powers is explicit in his speech: 
Divinity of hell! 
When devils will their blackest sins put on, 
They do suggest at first with heavenly shows, 
As I do now: 
(II. iii, 341-344) 
"Jealousy", so says Ridley in his introduction, "is to him an unfamiliar 
emotion which he has no notion how to handle. Loss of control in other 
spheres he has experienced, can foresee, and can guard against: but not 
in this sphere. Here, if control is once lost, it is lost beyond all 
recovery."^° lago's pestilence in Othello's ear has really undone "her 
credit with the Moor". His moment of fall is when he pronounces her 
death. 
In a way Othello's knowledge of divinity, of man's sensual nature 
is absolute but he fails to understand, to recognize his own debasement 
to that sensual self. He knows that certain acts can transform a man into 
beast: 
No, to be once in doubt. 
Is once to be resolv'd: exchange me for a goat, 
When I shall turn the business of my soul 
To such exsufflicate and blown surmises, 
(III. iii, 183-186) 
He fails to understand that he has turned into a "green eyed monster" 
which lago wants him to be and violates the 'Law' itself, instead of 
being its follower. "He takes upon himself the justice of God and 
murders Desdemona in what his delusion tells him is justice, but what is 
really a devilish and bestial revenge."^' He is thus damned. His 
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irrationality, his ignorance, his inabihty to learn leads him towards his 
damnation. He is damned the moment 'he stifles her'. There may be 
numerous reasons e.g. his colour, his sense of an outsider in the 
Venetian society, his own demerits, his lack of experience in domestic 
affairs, worked upon by lago, nevertheless these reasons can not justify 
his deed for he diverges his self from divine 'Reason' by not using his 
reason well. 
Desdemona, the most virtuous of all, is no more than a "whore", a 
"mistress" or a "strumpet" to him. She is through and through redeemed 
because of her absolute knowledge of her true self and of divine 
Providence. Not even for a moment she diverges her 'wit' and 'will' 
from 'Supreme Being'. Her patience is tested many a times e.g. when 
Othello publicly strikes her, when he calls her a whore and when he is 
determined to kill her; she never for a moment chides him, curses him, 
never loses her control. Instead of cursing him, she obediently follows 
him, does all that he asks even when her soul is in agony, looks him 
after well. She performs her duties as a wife, very much in accordance 
with 'Nature's Law', She says to Emilia that not even in her dreams she 
can think of diverging from virtuous path: 
Beshrew me, if I would do such a wrong. 
For the whole world. 
(IV. iii, 77-78) 
Emilia is ready to first commit a sin and then reside in purgatory but 
Desdemona cannot even think of committing sin. "Unlike Othello, she 
does not follow Emilia's ethic of revenge; she obeys the vows she had 
made, kneeling in the presence of lago as Othello had kneeled to vow 
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hatred and revenge that she would continue in her love and devotion for 
Othello no matter what he does to her. In doing so she follows the, 
Christian ethics of returning well for evil."^^ 
Good night, good night: God me such usage send. 
Not to pick bad from bad, but by bad mend! 
(IV. iii, 104-05) 
Such a virtuous and honest lady as she is that not even in her death, on 
her deathbed, she blames Othello for the wrong he does. Instead of 
cursing him, she begs pardon for his soul too. It is no exaggeration if she 
is called 'Lady-Christ'. She begs pardon for every Christian soul and 
atones for mankind very much like Christ: 
And have you mercy too! I never did 
Offend you in my life, ... never lov'd Cassio, 
(V. ii, 59-60) 
When Emilia asks her, instead of alleging Othello, she owes the fault on 
her own 
Nobody, I myself farewell: 
(V. ii, 125) 
She never, even in her thoughts demotes herself to sub-human state. 
Desdemona truly dies a "guiltless death". This moment "black Othello" 
has literally turned into a "blacker devil". "Just as Brabantio has been 
made to see the marriage in a false light and Cassio has been robbed of 
his senses, Othello is "unwitted" and made to see Desdemona as a "fair 
devil."^^ 
If Othello's colour is black, his heart too is black now. He may be 
a great general, but fails to be a compassionate and understanding 
husband. Commenting on the play, R.F.Wilson writes in his essay: "if 
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one reads the play relying heavily on Christian imagery, however, lago's 
betrayal of his master leads to the Christ like sacrifice of Desdemona." 
Besides this if critics assess the rapid movement of the action one from 
civilization to barbarism, Christianity to paganism, reason to passion 
they are absolutely right. lago's freachery and Othello's irrational act 
has usurped and breached all that is civilized. Christian and reasonable. 
The remaining that prevails is passion, paganism and bestiality. 
Othello's transformation into a beast is complete. He sees the heavenly 
Desdemona as a 'fair devil', and gives himself over to 'the devil of 
cynicism.' 
Othello's fall is definite the moment he yields to lago's power, 
though the 'oscillation of feeling' suggest the dilemma between good 
and evil. He can intuitively see the good but rationally he cannot for, his 
reason is of lago and hence, he fails to see. He is destroyed by the evil 
within; the recognition of which, in the last scene, will redeem him. 
Despite the regrets and 'internal cleavage' i.e. struggle between passion 
and reason, he reaffirms his pact with Satan and seals his doom. Despite 
his internal sufferings, he avenges, in the name of justice, on 
Desdemona and brings not only chaos in his domestic life but also 
"perdition" to his soul. The divinity in him is reduced to bestiality due to 
this irrational violation of the law of God. According to Bethell, "At 
bottom Othello's sin is the sin of Adam: he allows passion to usurp the 
place of reason."^^ 
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Hence, Desdemona's murder, which in turn is a negation of the 
Divinity, confirms that Othello is a damn'd soul. As a matter of fact, 
later he himself realizes this; so says he: 
O ill-starr'd wench, 
Pale as thy smock, when we shall meet at count, 
This look of thine will hurl my soul from heaven. 
And fiends will snatch at it: 
(V.ii, 273-276) 
Truly, when the truth is finally revealed to him, the feeling that he is 
damned overwhelms him. Siegel too echoes similar feeling thus: "His 
behaviour in his last moments, therefore, would have confirmed 
Elizabethans in the impression that his soul is lost which they gained 
from observing the dramatic irony of his offering Desdemona an 
opportunity, as he supposes, for salvation and then withdrawing it in a 
rage, not realizing that his own salvation is at issue and forgetting that 
those who do not forgive will not be forgiven."^^ In the words of Siegel, 
Othello has lost his soul. Hence Siegel interprets his last words in the 
following words: "His last words however are not those of heartbreak or 
of self-torture. They are spoken with the resolution of one who knows 
his irrevocable fate and the regret of one who knows the preciousness of 
what he has lost." His sighs are but an expression of his agonized soul. 
Previously, he could console himself as a soldier, as a just avenger, but 
now he cannot even do that because he knows that along with 
Desdemona, he has lost his solidership as well. He knows that his act is 
not that of "Justice" rather of injustice. Desdemona is no more a 
"whore" rather in the words of Emilia; she is "the sweetest innocent/ 
That e'er did lift up eye". These are the most tormenting moments for he 
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is aware of the havoc wrought by himself in his household. His spell is 
completely broken when Emilia discloses the truth of the only ocular 
proof i.e. handkerchief, which lago could have provided in support of 
his arguments: 
0 thou dull Moor, that handkerchief thou speak'st on, 
1 found by fortune, and did give my husband; 
For often with solemn earnestness. 
More than indeed belong'd to such a trifle, 
He begg'd of me to steal it. 
(V.ii, 226-29) 
Undoubtedly, lago's "odious damned lie" has blown the trust 
between Othello and Desdemona to air and has 'set the murder on' in 
Act III itself. The spell laid on Othello's is such that despite feeling the 
truth intuitively, he fails to judge. His corrupt wit ultimately coincides 
with his equally corrupt will and culminates in a ghastly murder. His 
notion of his wife whom he thinks is "false to wedlock" and of lago who 
"hates the slime/that sticks on filthy deeds" is as unnatural as his role of 
'just avenger'. Ironically, the truth is just reverse; it is he who deserves 
to go to "burning hell" instead of "divine Desdemona". Though his love 
for Desdemona is subtle till the end as he himself tells Emilia: 
had she been true, 
If heaven would make me such another world. 
Of one entire and perfect chrysolite, 
rid not have sold her for it. 
(V.ii, 144-47) 
Nevertheless he fails to see that things are just reverse from what 
he sees: that he is not executing divine justice rather he is defying divine 
justice, that he is losing his own claim to God's mercy. His agonies over 
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the discrepancy between her beauty and her act are but symptomatic of 
his unresolved state. 
Ultimately, Emilia discloses the truth of his 'just revenge' to him 
and this makes him realize that it is not Desdemona who deserves to go 
to "burning hell", rather it is he. Emilia unveils the truth that Desdemona 
is "heavenly true" and not a "whore". Othello, then only, learns that 
neither his deed nor he is worthy of heaven. 
Besides this, lago is, for the first time, uncovered and his truth is 
brought forth in front of everyone. When Emilia asks him to disclaim all 
the allegations: 
Disprove this villain, if thou be'st a man; 
He says thou told'st him that his wife was false, 
I know thou didst not, thou art not such a villain: 
(V.ii, 173-75) 
But lago is "such a villain" and hence he fails to make his position clear. 
Then only Othello learns his mistake: though lago fails to refute all the 
allegations, nevertheless one of his speeches suggests the truth behind 
Othello's fall: 
I told him what I thought, and told no more 
Than what he found himself was apt and true. 
(V.ii, 177-78) 
Just like the Vice of the morality plays, lago is a man of diabolic 
intellect who can never see the good in society and whose aim is to 
destroy all that is virtuous. Hence, it is the task of the good to save 
themselves from evil's wicked deeds that Othello fails to do. lago told 
him what he thought but why did Othello accept all that? 
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As far as lago is concerned, he is the most unscrupulous person in 
the play and is utterly beyond redemption. He is undoubtedly "superbly 
skillful and opportunist tactician" but he is no less a sinner because his 
reason is the reason of pride which rejects divine 'Reason' and divine 
virtues. For him, material gains are much more important than the 
advancement of celestial self His silence suggests that either he is not 
willing to converge his reason with the divine 'Reason' or he has 
Caliban within him. In theological terms he has reached to the lowest 
'degree' in the link below man e.g. to lowest sensual level from which 
he can never elevate. lago, symbolic of white racism, may successfrilly 
exploit all those who hail from uncivilized background, but he forgets 
that ultimately divinity asserts itself, that "Gods are just" and good as 
well as evil, everyone is ultimately answerable to him. In the words of 
Bethell, he is mastered by the sins, which caused the angels to fall, Pride 
and envy. 
As far as Othello's redemption is concerned, critics are a divided 
lot. According to Siegel, his self-murder may be an act of true justice 
but Othello is beyond redemption. Contrary to Siegel, Ribner argues in 
favour of Othello's redeemed soul. Christian studies view Othello's fall 
as the fall of mankind: though it is a fortunate fall and like mankind 
itself, Othello too can acquire redemption. According to Knight, 
"Othello definitely loses his control but the lago spirit never finally 
envelops him, masters him and disintegrates his soul."^^ Undoubtedly 
lago leads Othello to doubt his own powers of judgement and 
perception' but Emilia's revelations ultimately makes him realize. 
Hence Christian critics are assured of the hope of redemption because 
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his fall is like the fortunate fall. If Siegel 2xA Heilman forwardJheir 
argument in favour of damnation: Ribner and Parker jtr^l^s^vour of 
Othello's redeemed soul. 
Irrespective of these critical controversies, when Othello's act and 
speeches are analyzed in theological perspective, Othello is a redeemed 
soul. His redemption lies in the last phase of his life. Theologically, his 
realization of the true nature of evil, of his "ensnar'd soul and body" and 
of his foolishness is redemptive. This realization saves him from the grip 
of evil and restores his capability of learning. In the words of Ribner, it 
can be argued that, "In Othello Shakespeare again gave dramatic form to 
a Christian view of mankind's encounter with evil, the destructive 
power of evil, and man's capability to attain salvation in spite of it."^^ 
Theologically, Othello is armed with that self-knowledge which is 
redemptive. For the first time, he can distinguish between the 'seeming 
virtue' of lago and perfect virtue of Desdemona. He knows that he has 
lost his precious "pearl" under the sway of the "demi-devil" who has 
"ensnar'd" his "body and soul". 
The knowledge of evil's true nature has reunited him with divine 
good, though he was so far blindly following the evil and ultimately 
wades himself into sin. Nevertheless, he ultimately learns the nature of 
evil, through Emilia's revelations and in his disasters he learns his 
corruption of body and soul thus attains a victory in defeat. This 
learning is in itself redemptive because he is no more evil's accomplice 
and redemption means the state of being saved from the evil. Othello 
has ultimately acquired that state. He is aware of external as well as 
internal evil. 
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As far as the mode of redemption is concerned, Othello redeems 
his self in two ways. On the one hand Desdemona's Christ like 
atonement saves him, a view echoed by Ribner too, "Desdemona is a 
reflection of Christ, who must die at the hands of man, but one whose 
death may spring man's redemption. Her unconquerable love for Othello 
will be his redemption."'*^ On the other hand, Othello is armed with that 
self-knowledge, which is, theologically at least, redemptive. He has 
learnt, in his disasters, the place of evil, of his self and of Desdemona in 
the divine order of the created universe. This meditation has paved his 
way towards redemption. Theologically, a man can redeem from his 
fallen self by contemplating the divine order of the created things and 
thereafter by comparing and contrasting his self with that order. 
Othello's speeches suggest that he is armed with the knowledge of self 
and with the knowledge of others. He knows that even if lago does not 
have 'cloven hoofs' like devil, he is a devil incarnated and that objective 
evil is deceptive and destructive. 
He achieves it by realizing his degraded place in the divine order. 
The following speeches suggest that he is aware of the order of things in 
the created universe. He is aware of his foolishness, of his irrationality 
hence he compares his self to the "base Indian": he is aware of lago's 
true nature e.g. of his devilishness and of Desdemona's divinity of 
which he was ignorant earlier: 
Will you, I pray, demand that demi-devil 
Why he hath thus ensnar'd my soul and body? 
(V.ii, 302-03) 
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Or 
O fool, fool, fool! 
(V.ii, 324) 
Or 
then must you speak 
Of one that lov'd not wisely but too well: 
(V.ii, 344-45) 
Or 
of one whose hand, 
Like the base Indian, threw a pearl away, 
(V.ii, 347-48) 
All these speeches brihg forth his consciousness of his savageness, his 
bestiality and of Desdemona's preciousness. These speeches reflect that 
he has acquired the knowledge of self and of others in the divine order 
of created things. He has rejoined his alienated self with the divine good. 
This contemplation paves his way towards his redemption. Othello's 
weeping is unlike his previous weeping when he was convinced of 
Desdemona's adultery. This weeping cures him of his bestiality and 
restores him to his human self very much like the Arabian trees heal the 
wounds through their medicinal gums. 
Besides this when interpreted in the light of the doctrine of 
correspondence, this suggests the participation of vegetative world in 
Othello's sorrow which means that despite his violation of his 'degree' 
and his damnation thereafter, he is once again a part and parcel of the 
'divine order of the created universe', because another link in the chain 
is participating in his sorrow. Unlike Macbeth the vegetative order, 
instead of avenging on Othello, is participating in his sorrows. 
of one whose subdued eyes. 
Albeit unused to the melting mood. 
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Drops tears as fast as the Arabian trees 
Their medicinal gum; 
(V.ii, 349-352) 
He initially helds his fate responsible for his fall; he thinks 
himself fortune's victim: 
I have seen the day, 
That with this little arm and this good sword, 
I have made my way through more impediments 
Than twenty times your stop: but O vain boast. 
Who can control his fate? 'tis not so now. 
(V.ii, 262-66) 
His decision to execute justice upon himself: "But why should 
honour outlive honesty? / Let it go all" is suggestive of his repentance. 
Hence, instead of forgiveness, he seeks punishment thus: 
Whip me, you devils. 
From the possession of this heavenly sight. 
Blow me about in winds, roast me in sulphur. 
Wash me in steep-down gulfs of liquid fire! 
(V.ii, 278-81) 
Critics, like Ribner, interpret these words in terms of despair, again a sin 
in Elizabethan terms. According to Ribner, "There is a tragic irony in 
Othello's belief, for Desdemona, the audience knows, stands for mercy 
and forgiveness. Othello, like Angelo in Measure for Measure, is most 
ignorant of what he's most assured, for by his penance and expiation he 
may win salvation after all."" '^ 
As a matter of fact, his decision to end his journey is a emotional 
one, since he is not willing enough to live without Desdemona. Instead 
of despair, his decision suggests the profoundity of his love, which 
Othello expresses from time to time. In the words of Bernard, "He 
embraces his own damnation with ferocious intensity. His despair is not 
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the chill spiritual atrophy of Macbeth, not even despair at all in the usual 
sense. He does not simply lose hope for salvation; rather he wills his 
own damnation as the only punishment.""^ ^ 
Othello is redeemed. He is saved from evil. This phrase "ensnar'd 
my soul and body" is, in wider perspectives, vast in its implications 
because it corresponds to man's unique position in the Chain of Being. 
Othello is armed with the knowledge of his self, which is, theologically 
at least, redemptive. Irrespective of the nature of his sin, he has acquired 
redemption. This realization suggests his interaction with a largely 
neutral world and his place in the chain. Ultimately he has learnt his 
own foolishness. 
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CdapterlV 
KING LEAR 
(LEAR DISINHERITING CORDELIA) 
The moral, social and political domain in Lear's body politic has 
already been threatened by the unnatural and irrational acts of several 
characters: though the normative pattern of Nature is reversed 
completely by Lear's impetuous and irrational acts only. The opening 
dialogue between Kent and Gloucester about Lear's impending division 
of his kingdom between the Duke of Albany and Cornwall, the 
disastrous results of which are abundantly clear at the end of the play 
suggests the impending political chaos. On the other hand 'the 
degrading and licentious levity' with which Gloucester reports his 
adultery suggests the upcoming disorder in the moral and social sphere. 
"Sex is used almost exclusively as a symbol of evil, of the animality that 
is .... a definition of vicious conduct."'Gloucester says thus: 
yet was his mother 
fair; there was good sport at his making, and the 
whoreson must be acknowledged. 
(I.i.21-23) 
But these are just initial breaches in Nature, the seeds of which 
undoubtedly bear bitter fruits. The actual deed from which the tragedy 
springs is "the violation of the duties of kingship"^ by the octogenarian 
king. When analyzed in the background of the cosmic order, Lear's 
irrational act of disowning Cordelia is the violation of the normative 
pattems of Nature. Hence when he says: 
Here I disclaim all my paternal care. 
Propinquity and property of blood, 
And as a stranger to my heart and me 
Hold thee from this for ever. 
(Li, 112-15) 
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He not only divides his kingdom he also sheds his divine right which a 
king is not supposed to do until he is relieved by death. Hence in his 
irrationality, he not only violates the primary law of Nature but 
transgresses the civil law as well. His reasoning is barricaded by his 
pride and power, thus he fails to observe "King's duty to act as the 
servant of the law of Nature which is above him and whose percepts he 
exists to carry out." Lear fails to understand Cordelia's inwardness and 
hypnotized by the inflammatory Catholicism of Goneril and Regan. 
Overcame by his passion, Lear forgets that "king is not a despot who 
can independently do as he wants; he represents the universal principle 
of justice as firmly established as the order of heavens.""* The moment 
Lear punishes Cordelia and Kent; he reverses this universal principle of 
justice. He boldly announces: 
for we 
Have no such daughter, nor shall ever see 
That face of hers again; 
(I.i, 261-63) 
Blindfolded by his pride he rewards the "purposeful flatterers": 
Cornwall and Albany, 
With my two daughters' dowers digest the third; 
Let pride, which she calls plainness, marry her. 
(I.i, 126-128) 
Lear, hence, not only transgresses the universal principle of justice but 
violates the order, the system which is the realizable core of meaning. 
He forgets that it is only by observing the existing relationship between 
man and his cosmos, and not by violating it, that man can survive. 
Hence, instead of contemplating the divine order of the created 
universe, instead of converging his reason with the supreme 'Reason', 
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Lear oversteps his 'degree', upsets the 'Cosmic Order'. Instead of 
redeeming himself from his fallen state by contemplating the world-
order and by contrasting his self with that, Lear becomes a law itself and 
this is his sin. Here, a king fails to provide guardianship and a father 
disowns his child. Apparently, this irrational act should not have such 
fatal consequences which Lear faces but when judged against the 
background of the Elizabethan age it is a violation of the 'Cosmic 
Order', this discord and ordeal which Lear passes through, is but 
inevitable. This can be better understood in terms of the following lines 
taken from Troilus and Cressida: 
Take but degree away, untune that string. 
And hark, what discord follows 
(I.iii, 109-110) 
Besides this, the wide-ranging chaos at cosmic and domestic level 
is inevitable because of the strong sense of 'interconnexions' between 
various links in the 'Chain of Being'. The cosmic order is repeatedly 
violated at various levels in King Lear, it is constantly threatened by 
objective as well as subjective evil with dissolution. 
Lear's corrupt rationality is set forth in his decision to divide his 
kingdom and in his method of division where he sets off a competition 
among his daughters though unintentionally. 
Which of you shall we say doth love us most? 
That we our largest bounty may extend 
Where nature doth with merit challenge. 
(I.i.50-52) 
Commenting on Lear's hamartia, Kenneth Muir says that "at an 
age when he should renounce everything so that he can literally 
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"unburthen'd crawl towards death"; he retains the desire for love and 
authority." Blindfolded by his sensual self, he fails to understand 
Cordelia's inwardness and Protestant calm despite her honest 
explanations and Kent's intervention: 
Thy youngest daughter does not love thee least; 
Nor are those empty- hearted whose low sounds 
Reverb no hoUowness. 
(I.i. 151-152) 
Lear not only misinterprets Cordelia: he seals his doom too by investing 
his powers, pre-eminences and all the large effects in Albany and 
Comwell. Despite Kent's efforts, Lear fails to see the immediate 
consequences of his impetuous decisions. 
be Kent unmannerly, 
When Lear is mad. What would'st thou do,old man? 
Think'St thou that duty shall have dread to speak 
When power to flattery bows? 
(I.i. 144-147) 
Lear once again violates the law of Nature by reversing the 
master servant relationship - a subject of primary importance to the 
Elizabethans. He banishes Kent simply because: 
That thou hast sought to make us break our vow, 
Which we durst never yet, and with strain'd pride 
To come betwixt our sentence and our power. 
Which nor our nature nor our place can bear, 
(I.i. 167-170) 
For him, his nature is more important than 'Nature' itself His 
pride is an obstacle in the way of his reasoning, thus he fails to see his 
folly. In a society where "each party was expected to perform his role in 
harmony with nature's rule of order and degree,"^Lear fails to perform 
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his role as a king and as a father. Hence, by not observing the laws of 
his 'degree' he disrupts the harmony and imposes chaos. His is no 
ordinary sin but a sin against Nature and its normative pattern. It is "this 
clash between man and cosmic order and the breach which king Lear is 
tirelessly intent upon defining."^ 
At an age, when Lear should be full of wisdom and experience, 
his reason, his judgement is virtually paralyzed or to speak in 
Elizabethan terms, his celestial self is dominated and overpowered by 
his bestial self "The play never denies that man is an animal and that he 
is capable of falling back wholly into animal; in fact man's animality is 
asserted again and again."^ His irrationality transforms his rational soul 
into a sensitive soul. 
What remains to follow is the discord -cosmic as well as 
domestic-which is but inevitable when the order is dissolved. Grave is 
the dissolution this time so the deeper are the consequences.This discord 
in Lear's commonwealth is first taken up in the form of Goneril and 
Regan's filial ingratitude, and then it is followed by physical and mental 
turmoil of Lear that corresponds to the cosmic chaos symbolic in the 
storm scene. This moral chaos is again taken up in the sub-plot in which 
Gloucester rejects his natural son in favour of the unnatural one simply 
because he fails to see. The discord is immediate when Goneril and 
Regan decide to hit such a kind father who in Lear's words "gave them 
all": 
Pray you, let us hit together: 
if our father carry authority with such disposition 
as he bears, this last surrender of his will but offend 
(I.i.302-305) 
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Time has started unfolding the hidden cunnings of Goneril and Regan. 
"Goneril and Regan not only violate natural law by their unnatural 
behaviour to their father, "they also violate their proper function as 
human beings by their lust for Edmund, a lust which ends in murder and 
suicide."^ Determined, not to be overruled, Goneril conspires to out plot 
his father: 
I would breed from hence occasions, and I shall, 
That I may speak; I'll write straight to my sister 
To hold my very course. 
(I.iii.25-27) 
Goneril's rationality inspires her not to be over ruled by an idle old man 
that still manages those authorities that he hath given away. This time 
his children reverse the order: a king is denied his authority; a father is 
without his children's affection. The reversal of order and the 
consequent discord is shown in a thankless and a cursing father. This is 
a complete dissolution of moral standards since both the parties fail to 
perform their duties in compliance with the order. As but obvious 
"human imperfections leads to human sufferings."^Again, speaking in 
Elizabethan terms, the inhuman acts of Goneril and Regan are spoken of 
in terms of animal imagery to show man's descent to sensual level. This 
symbolic use of animal imagery "emphasizes the ferocity and bestiality 
into which human being can fall."'^ "Goneril is a kite: her ingratitude 
has a serpent's tooth: she has struck her father most serpent like upon 
the very heart: she and Regan are dog-hearted.""Not only Lear's 
daughters but Lear too again transgresses the law by cursing: 
Hear, Nature, hear! dear Goddess hear! 
Suspend thy purpose if thou didst intend 
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To make this creature fruitful! 
(I.iv.273-75) 
Though it is true that the magnitude of his error is less recognized 
this time because "here the daughter excites so much detestation, and 
the father so much sympathy, that we often fail to receive the due 
impression of his violence. There is not here, of course, the injustice of 
his rejection of Cordelia, but there is precisely the same."'^ 
Ironically, to a great extent, Lear fails to understand the truth of 
his daughters for whom he is no more "dearer than eyesight" rather "an 
old fool" and hence "must be used/with checks as flatteries, when they 
are seen abused". Lear's knowledge of his children is no better than his 
knowledge of his self. Fool's attempts to awaken in Lear a sense of his 
foolish behaviour are as good as water off a duck's back. Neither his 
knowledge of his daughter nor of his improves. He thinks that his 
daughters have failed to observe: 
The offices of nature, bonds of childhood, 
Effects of courtesy, dues of gratitude; 
(Il.iv. 176-77) 
He thinks that he is a father more siimed and not at all sinning. Fool's 
speeches suggest the reversal of order that has set in Lear's body politic 
and refers to Lear's foolishness as well. 
The hedge -sparrow fed the cuckoo so long. 
That it's had it head bit off by it young. 
(I.iv.213-14) 
May not an ass know when a cart draws the horse? 
(I.iv.221) 
Though Lear can sense the wrong done to him, yet these are but vague, 
momentary lightening towards a better knowledge. Despite Fool's 
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various statements Lear fails to learn that after dividing his kingdom, he 
is no more than an "O without a figure". 
This time the fool for not being witty openly condemns Lear. The 
paradox of a Fool and a king in the storm is reinforced in the following 
conversation: it foregrounds the idea of Lear's foolishness. 
If thou wert my Fool, Nuncle, I'd have thee beaten 
for being old before thy time. 
How's that ? 
Thou should'st not have been old till thou hadst 
been wise. 
(I.v.38-42) 
Or this -
When thou 
clovest thy crown i' th' middle, and gav'st away 
both parts, thou bor'st thine ass on thy back o'er 
the dirt: thou hadst little wit in thy bald crown 
(I.iv, 156-159) 
Besides this moral choking "the atmosphere of buffeting, strain and 
strife, at moments, of bodily tension to the point of agony, the mental 
suffering of Lear and picture of Lear, beating at the gate (his head) that 
let his folly in" suggests the physical discord in Lear's body politic. 
O! how this mother swells up toward my heart; 
Hystericapassio\ down, the climbing sorrow! 
(Il.iv, 54-55) 
Lear's world is not untouched by the political chaos too; it is 
referred in Curan's reporting of trouble brewing between the Dukes of 
Cornwall and Albany, each of whom apparently wants to take over the 
entire kingdom of Britain. Lear again fails to save his country from the 
"future strife" which he had hoped in dividing up his kingdom. Besides 
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the chaos at several levels in the main plot, the pattern of sin, chaos and 
realization is taken up in the sub-plot that contrasts and reinforces the 
pattern of sin and redemption in the main plot. 
The seeds of Gloucester's evil past have germinated in the form 
of the illegitimate son Edmund who devises a scheme to disinherit the 
legitimate son of Gloucester from his due rights. 
I see the business. 
Let me, if not by birth, have lands by wit: 
All with me's meet that I can fashion fit. 
(I.ii, 179-81) 
Ultimately the moral, social and political discord is joined by the cosmic 
disorder as well. The storm represented the participation of macrocosm 
in the chaos of microcosm. The storm is reported by Cornwall in the 
following words: 
Shut up your doors, my Lord; 'tis a wild night: 
My Regan counsels well: come out o' th'storm. 
(ILiv, 306-7) 
"The storm and madness are tremendously real, but we are never 
allowed to forget the moral disorder of which they are both symbols.""^ 
Owing to their irrational acts and passionate decisions, the characters 
associate their selves with evil and descend from the celestial heights to 
animal passions. One irrational act of Lear and his incapability to use 
his reason well, forces the domestic, political and cosmic world to 
participate in the moral turmoil. 
Nonetheless, it is from this point onwards that "the play 
specifically charts Lear's development from an egocentric, 
imperceptive, arrogant, old tyrant to someone with greater 
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understanding not only of himself but of others as well."'^ Ironically 
Lear's descent to damnation takes place amidst the harmonious cosmic 
order and his ascension to celestial self, to salvation takes place amidst 
all sorts of discord and chaos. Lear's broodings on his daughter's filial 
ingratitude leads him towards a better understanding of this world and 
of his self. In his journey from madness to recovered sanity, from 
blaming Gods for not punishing the guilty to his knowledge of his error 
"Lear learns the art of our necessities and so becomes aware of the 
common humanity he shares with the poor naked wretches."'^ The 
tempest in Lear's mind corresponds with that of the tempest in the 
cosmos and it chums out in Lear the knowledge of his real self. The 
shocking and terrible madness purges Lear of his egotistical self "His 
madness marked the end of the willful, egotistical monarch. He is 
resurrected as a fully human being."'^ It is amidst domestic and cosmic 
chaos and reversal of order at several levels that Lear gains 
"subconscious realization that he has committed a sinfiil mistake which 
gradually rises into his consciousness."^^ Out of this discord, Lear 
attains the knowledge of self and of his place in the cosmic order which 
is redemptive and this knowledge, this awareness of self, he expresses 
through a remedial love of man for man deriving from heaven's own 
mercy towards its creature. Lear achieves his redemption through the 
discipline of suffering. His journey through madness to recovered sanity 
is a journey from damnation to salvation. The monster ingratitude of 
Goneril and Regan cuts Lear off his pride - the main obstacle in his way 
to see things rightly. The central paradox of the play 'Madness in 
Reason: Reason in Madness' is crucial to Lear's redemption. It is true 
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that the breaches in Nature's law are severe and many; the terrific chaos 
in several corresponding planes is but consequential, yet the hope for 
redemption is not lost at any point in the play, because the parallel 
course of good and evil, of wicked and honest, of disguises over reality 
and of reality behind disguises never allows the play to be in the 
complete grip of disorder. 
It is also true that his journey towards redemption initially begins 
with a sense of injustice done to him by the two "Pelican daughters". If 
he rushes out into the gathering storm, it is out of his helplessness: 
A poor, infirm, weak and despis'd old man. 
But yet I call you servile ministers, 
That will with two pernicious daughters join 
Your high-engender'd battles 'gainst a head 
So old and white as this. 
(Ill.ii, 20-24) 
It is in the storm itself when Lear "experiences an emotion not purely 
egotistical when he argues the difference between the bare animal 
necessities and human needs."'^ 
O! reason not the need; our basest beggars 
Are in the poorest thing superfluous: 
Allow not nature more than nature needs, 
Man's life is cheap as beast's 
(Il.iv, 262-265) 
In between his own humiliation and their horrible ingratitude, Lear 
"constrains himself to practice a self-control and patience so many years 
disused." If his agony at his daughter's filial ingratitude pushes Lear to 
insanity: it later on cuts him off his pride. Once away from this 
impediment i.e. pride, one of the seven deadly sins, he is capable of a 
wider vision. It is in this "terrifying universe where any semblance of 
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order is undermined till the end, and where agonizing facts of cruelty by 
children towards parents, by guest towards hosts and by subjects 
towards sovereign are commonplace" , he is purged of his pride, desire 
for vengeance, for power and all other attributes of kingship. Lear 
redeems his fallen self. If nature is ferocious, it is benignant as well. 
True it is that the hellish storm is set off by his egotism and 
imperiousness, by his fatal error of judgement: it is equally true that this 
hellish storm enlightens his inner self. Despite the total disruption of 
order, Lear explicitly undergoes transformation. His tragic journey is his 
'Purgatorio'. If "the madness is an expression of certain conflict within 
Lear"^^, it strips him of "his proud array, of everything except the basic 
necessities."^^ In his recovered sanity, he knows that "a dog's obeyed in 
office, all men are sinners, successful men cloak their crimes and vice 
by the power of gold, that justice is mere an instrument of the rich and 
powerful to oppress the poor and weak, since all are miserable sinners, 
and all have an equal right to be forgiven." '^^  
Though his tragic journey, purges Lear of his pride, stripped him 
of his follies, yet Lear's redemption lies somewhere else. It is neither in 
the acquisition of virtues, nor in his wider vision of the world rather in 
his realization of his place in the cosmic order. Acquisition of virtues 
and knowledge of the sub-lunary affairs are but a step towards 
redemption. He says: 
When we are bom, we cry that we are come 
To this great stage of fools. 
(IV. vi, 180-181) 
96 
"Lear suffers for his blindness and comes at great most to see more 
clearly. He is stripped of worldly honour and rank by those whose outer 
form he trusted completely."^^ Lear for the first time learns his place in 
the chain of being. If man's redemption lies in his learning of his place, 
of his celestial and bestial self that inspires man to attain greater heights 
in the cosmic order, Lear is redeemed in this sense and the following 
line hints at it: 
Thou art a soul in bliss; but I am bound 
Upon a wheel of fire, that mine own tears 
Do scald like molten lead. 
(IV. vii, 46-48) 
You are a spirit, I know; 
(IV.vii, 49) 
Lear, who earlier refused to see Cordelia, realizes Cordelia's celestial 
self as compared to the bestial nature of Goneril and Regan. In between 
the two, he learns his place he has been reduced to. If he kneels to 
Cordelia, it is because of his knowledge of Cordelia's celestial self 
0! look upon me. Sir, 
And hold your hand in benediction o'er me. 
No, Sir, you must not kneel 
(IV.vii, 56-58) 
The following speech by Lear is crucial for his redemption. 
Pray, do not mock me: 
I am a very foolish fond old man, 
Fourscore and upward, not an hour more or less; 
And, to deal plainly, 
I fear I am not in my perfect mind. 
Methinks I should know you and know this man; 
Yet I am doubtful: for I am mainly ignorant 
(IV, vii, 59-65) 
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The moment Lear says that he is mainly ignorant; he is the most 
enhghtened person. It is this reahzation of man's ignorance, which 
inspires him to learn the better part of his self and motivates man to 
converge his will with the supreme will instead of diversion; and this is 
redemptive of evil. 
Lear, when he says, "Thou art a soul in bliss", learns Cordelia's 
celestial, rational self: when he says, "for I am mainly ignorant" he 
learns his irrationality. This comparison between celestial and bestial 
aspects of human nature or that of irrational and rational is redemptive. 
Implicit in this acquisition of self-knowledge is the contemplation of the 
divine order of the created universe. Irrespective of the controversy, 
whether Gods are hostile or benevolent or just, for arguments can be 
drawn from the text itself in favour of each of the view, Lear's 
personality undergoes transformation and thus is redeemed. Though 
Lear does not seek evil consciously, yet by the end of his tragic journey, 
he is conscious of his irrationality due to his evil self. Lear, by the end 
of tragedy, realigns his reason with that supreme 'Reason'. 
If for Swinburne King Lear is an emphasis on nihilism: for G. 
Wilson Knight, "mankind's relation to the universe is its theme, and 
Edgar's trumpet is as the universal judgement summoning vicious man 
to account."^^ And if Knight assumes King Lear "to be a purgatorial text 
wherein takes place the expiation of sins, in order to enable a 
purification through adversity in which those who suffer, awaking 
finally to a new consciousness of love, manage to find themselves more 
truly and in so doing, recognize the Gods' mysterious beneficence, it is 
definitely a purgatorial text."^^ 
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If A.C. Bradley calls this tragedy "Redemption of King Lear" he 
is near to the truth, because irrespective of the gravity of chaos, Lear is 
redeemed and he expresses this knowledge in his contemplation of his 
place in the order. The play undoubtedly suggests the restoration of the 
violated order. If self-knowledge is redemptive, Lear is redeemed. He 
has learnt the nature of objective evil incarnated in Goneril and Regan 
as well as subjective evil. 
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Cfiapter V 
MACBETH 
(MACBETH, BANQUO AND THE 
WITCHES) 
Perhaps it is because of the all pervasive evil in the play, from the 
very beginning till the end, that Knight calls Macbeth, "the most 
profound and mature vision of evil"' and Knights considers it "a 
statement of evil."^ Whether it is the preternatural powers or some sort 
of political and moral discord or civil war, all these suggest the all-
pervasive evil and some sort of violation of order due to some evil and 
irrational acts. Besides this, evil is suggested in blood images, which are 
scattered throughout the play. In a way, it can be said that the play from 
the very beginning till the end, charts the course of ever increasing evil 
in the Scottish Commonwealth. 
On the one hand the witches who are "close contriver of all 
harms" are trying to dissolve the divine order of the created universe: on 
the other hand the war of elements, which is suggested in the opening 
"thunder and lightening", suggests the impending reversal of order. 
Whereas, the civil war and the political and moral discord due to revolt 
and treachery of Macdonwald and Cawdor respectively, have already 
threatened the divine order of the Scottish body politic. According to 
Bernard Mc Elroy, the principal function of the witches in the drama 
is "to embody a supernatural order which desires suffering and evil, 
does what it can to promote them and finally exults in the destruction 
that follows."^ Hence, the Scottish order has already been possessed by 
the evil forces much before the grave violation of the divine order by the 
unnatural and unreasonable acts of Macbeth. 
Nonetheless, these are just initial 'breaches' and despite some sort 
of cosmic and social discord, order and consequent harmony prevails in 
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the Scottish kingdom due to wise and just government of "the most 
sainted king" Duncan. As a matter of fact Duncan, through his wise and 
just rule, aptly reflects the divine order on the earth, of which he is the 
sole beholder. Bernard Elroy in his discourse on divine justice, in 
Macbeth world, writes thus: "Perhaps the most extraordinary thing 
about the Macbeth-'woTld is that it contains a strong, effective 
principle of retributive justice in operation throughout the play." 
Unlike King Lear, he is affectionate to his subjects and rewards and 
punishes everyone accordingly. The following speech foregrounds his 
above mentioned virtue: 
No more that Thane of Cawdor shall deceive 
Our bosom interest. -Go pronounce his present death. 
And with his former title greet Macbeth. 
(I.ii, 65-67) 
Duncan is an epitome of nobility and virtues and feels unduly courteous 
and humble even at what Macbeth, as a soldier, is expected to do in the 
service of his master. This humility comes forth in the following lines: 
would thou hadst less deserv'd, 
That the proportion both of thanks and payment 
Might have been mine! only I have left to say, 
More is thy due than more than all can pay. 
(I.iv, 18-21) 
Hence irrespective of these initial 'breaches' in the Scottish order, peace 
and harmony prevail due to Duncan's just rule. Initially Duncan, 
Malcolm, Macbeth and Banquo, all these contribute in the maintenance 
of divine order by performing their prescribed duties. Nevertheless this 
peace and harmony is blown to air when the protagonist ceases to owe 
the "service and loyalty" which he should owe to his master Duncan and 
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moves "from crime to crime" like Claudius "in the attempt to achieve 
security."^ He violates "the master-servant relationship" which "was the 
bedrock of Elizabethan-Jacobean society because each party was 
expected to perform his role in harmony with nature's rule of order and 
degree."^ By materializing his "cursed thoughts", he not only defies his 
degree and 'nature's rule' he also transgresses Nature's 'civil law' and 
usurps the cosmic harmony. His sin is no ordinary sin, rather a sin 
against the highest degree in the hierarchy of rational souls. Hence 
impact of this violation is immediately felt at all the three orders e.g. 
cosmic, social and animal order. Commenting on the wide-ranging 
chaos in Macbeth, Ribner writes: "The tragedy is cast simultaneously 
on the planes of man, the state, the family and the physical universe; 
each is thrown into chaos by the sin of Macbeth, and evil is allowed 
to work itself out on each of these corresponding planes". If 
Macbeth's sin is analyzed according to the theological beliefs of the 
age, the consequences are grave but not unnatural. Macbeth's sin is 
against a king who according to the Elizabethan beliefs was the highest 
authority in any commonwealth and was also the upholder of divine law 
on earth. The worse is the sin the grave will be the consequences. He, in 
his irrationality, disturbs the "sanity and health" of his region as well as 
of other spheres. The moment he overlaps all the socio-ethical taboos to 
materialize his "vaulting ambition" despite having guilty thoughts and 
knowledge of his sin, he is no better than Macdonwald: a traitor. "In an 
age when rebellion even against manifest tyrants was condemned by 
the king"^ Macbeth's sin is against a noble and just ruler. Despite his 
knowledge from the very beginning, that the deed he contemplates is 
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evil, he willingly yields to the temptation within and diverges from his 
prescribed duties. It is definitely tragic to see a man of 'potential 
goodness' degenerating his rational self into bestial one. The cause 
behind his tragic fall is his imperfect understanding and corrupt will. 
Owing to this willing divergence from divine 'Reason' he is no more a 
part of the divine order, which in the Elizabethan age was the very basis 
of survival. 
Hence, Macbeth can be aptly called a 'tragedy of ambition' 
because he fails to control his 'thriftless ambition', which coincides with 
his corrupt will and seals his doom. He deliberately ignores what the 
majority of the Elizabethans knew: "one of the two great passions that 
led men into temptation, that made them fit subjects for the devil's 
work was ambition."^ According to Walter Raleigh "ambition which 
begetteth every vice... looketh only to the ends by itself set down.... 
It was the first sin that the world had and began in Angels, for which 
they were cast into hell without hope of redemption."'° Commenting 
on the protagonist, Kenneth Muir writes, "Macbeth's first crime is 
inspired by ambition and carried through by his wife's determinism; the 
remainder from the murder of the grooms to the slaughter of Macduff s 
family and the reign of terror of which this is an example, are inspired 
by fear, fear bom of guilt".'' 
He transgresses Nature's law as a soldier, as a host as well as a 
king. Like Lear, he fails as a king too because he fails to provide an 
affectionate reign rather, his reign is one of terror. He comes short of his 
duties as a subject as well as a king. 
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As far as the origin and nature of his ambition is concerned, 
whether it is his own, or given to him by the witches or imposed upon 
by Lady Macbeth, Macbeth alone is responsible for his evil deed and 
thereafter for his tragic fall. According to the Elizabethan belief man 
could resist the temptation despite his corrupt wit or will that Macbeth 
fail to resist. In the words of Bernard Mc Elroy, "In Macbeth, 
Shakespeare focuses his attention fully upon a problem he had dealt 
with peripherally in Hamlet and Measure for Measure: that of the 
criminal who is deeply aware of his own criminality, is repulsed by it, 
but is driven by internal and external pressures ever further into 
crime."'^ Hence Macbeth "unguarded" by proper or absolute will, gives 
way to temptation irrespective of the controversy whether the desire is 
given by the witches or his own. Commenting on Macbeth, Curry 
writes: "the good diminishes, his liberty of free choice is determined 
more and more by evil inclination and ... he can not choose the better 
course". '^  
Unlike Banquo, the foil character, Macbeth fails to keep his 
"bosom franchies'd and allegiance clear" and from "brave Macbeth" 
turns into a "dead butcher". Ironically a man, despite his consciousness 
of his sin, keeps on moving from 'one crime to another crime'. 
Undoubtedly, Macbeth's sins as a soldier, as a subject and as a king are 
too gross to be redeemed. 
Act I, scene i, besides having immediate significance, suggests 
the all pervasive evil in the form of preternatural powers, and gives a 
microscopic view of all that is about to happen at cosmic level. 
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According to L.C. Knights, the speeches by the witches suggest "the 
kind of pitch and toss which is about to be played with good and evil" 
and upcoming 'reversal of values'. Besides this the last speech "Fair is 
foul and foul is fair" by the witches "is the first, statement of one of the 
main themes of the play."'^ The first ten lines of the play chum out all 
that the play takes up at wider level e.g. sedition, battle (external as well 
as internal), evil, confusion, discord and reversal of values in the 
sublunary region. Macbeth's unnatural act disturbs the harmonious 
pattern of the divine order and spreads all sorts of confusion. 
Stimulated by the prophecy and spurred on by Lady Macbeth, he 
murders Duncan, commits "the most sacrilegious Murther", and takes 
away the life from "The Lord's anointed Temple". It seems that the evil 
powers which "tend on mortal thoughts" have perceived Macbeth's 
"black and deep desires" and have decided to provoke him further, 
through equivocation, towards his destruction. Bernard Mc Elroy's 
opinion regarding the witches is apt enough: "They do not cause 
Macbeth's fall: they do not even contribute much to it; rather their 
most characteristic function is to exacerbate it, to revel in it, and 
profanely celebrate it."'^ He fails to learn what Banquo has already 
leamt e.g. the truth of the witches: 
to win us to our harm, 
The instruments of Darkness tell us truths; 
Win us with honest trifles, to betray's 
In deepest consequence. 
(I. iii, 123-126) 
This is not to say that Banquo is without evil thoughts, but that his wit is 
too strong to give way to passions. 
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Macbeth's initial projection is one of a brave soldier who is 
fighting against all sorts of odds. He is very much in accordance with 
the divine law by performing the prescribed duties of a soldier to his 
master. He is a part of the order and is contributing to its harmony. The 
detailed account of the battle by the injured captain and later on by 
Rosse immediately establishes his soldiership. Despite fighting amidst 
all sorts of uncertainties and against mighty opponents, Macbeth and 
Banquo return victoriously from the battlefield. Though his opponents 
have all sorts of supplies of army and help of other lords yet every 
mighty opponent is "too weak/For brave Macbeth" and he can easily 
"disdain Fortune" only because he is fighting for the just cause. Rosse 
reports the mighty opposition and Macbeth's courage to stand up all the 
odds despite his reeking wounds to Duncan thus: 
Norway himself, 
With terrible numbers. 
Assisted by that most disloyal traitor, 
The Thane of Cawdor began a dismal conflict; 
Till the Bellona's bridegroom, lapp'd in proof, 
Confronted him with self-comparisons. 
Point against point, rebellious arm' gainst arm, 
(I.ii, 51-57) 
Nonetheless this "worthy gentleman" is not without 'guilty 
thoughts' and these hidden thoughts are brought forth in scene iii 
immediately after the prophecies of the witches. Hence, critics interpret 
his start and fear 'as a sign of guilty thoughts'. Macbeth's asides are 
significant enough because these simultaneously reveal his desire as 
well as his guilty thoughts becausfe of the consciousness of the evil deed 
which his desire involves: 
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[Aside.] This supernatural soliciting 
Cannot be ill; can not be good: 
If ill, why hath it given me earnest of success, 
Commencing in a truth? 
(I. iii, 130-133) 
His disturbed 'physical countenance' in itself is symbolic of his moral 
awareness to a great extent. Commenting on the asides, K. Muir writes, 
"Macbeth's asides depict the terror of his soul." Nonetheless, the 
prophetic speeches by the witches and the immediate fulfillment of one 
of them which is reported by Rosse thus: "And for an earnest of a 
greater honour / He bade me, from him, call thee Thane of Cawdor" (I. 
iii, 104-05) has truly enkindled his "spirit" and motivates him to look 
forward: 
[Aside.] Two truths are told. 
As happy prologues to the swelling act 
Of the imperial theme. 
(I.iii, 128-129) 
Commenting on his aside immediately after the prophecies Knight 
writes: "This is the moment of the birth of evil in Macbeth - he may 
indeed have ambitious thoughts before, may even have intended the 
murder but now for the first time he feels it's oncoming reality."^^ 
Ironically, despite his realization that his "cursed thoughts" which 
can bring physical discord in his own personality will disturb the 
sublime pattern of the divine order fi-om its very roots, that by violating 
his 'degree', he is not only violating his own order but disturbing so 
many other things, he moves ahead. He ignores the voice of conscience, 
fails to stop himself and a "valiant cousin" turns ultimately into a "dead 
butcher". 
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By the time, he learns the truth of 'the Weird Sisters'; it is too late 
to retreat. Brave Macbeth by that time has lost everything, which is to 
quote in his own words: 
my way of life 
Is fall'n into the sere, the yellow leaf; 
And that which should accompany old age, 
As honour, love, obedience, troops of friends, 
I must not look to have;" 
(V. iii, 22-26) 
Irrespective of the spells and crafts laid upon his corrupt soul by the 
witches, it is his own personal weakness which yields to all sorts of 
provocations, because it was very much believed in the Elizabethan age 
that "man has it in him to survive the blows of fortune and that 
ultimately fortune herself is, like nature, the tool of God."'^ Elizabethan 
age "fought the superstition that man was the slave as well as the victim 
of chance." According to Bernard, "he is not really persuaded; rather 
as at several other junctures in the play, he willfully disregards his 
better judgment, pushing to the back of his mind all his best 
perceptions and most passionately held beliefs, and substitutes in their 
place the shallow faulty rationalizations."^' Hence if Macbeth can 
disdain Fortune while waging a war against Macdonwald, he could have 
resisted the temptation within his personality. 
Macbeth's tragic end has already been foreshadowed in the 
execution of the "most disloyal traitor" Cawdor. If Cawdor can be 
overthrown for his sin, Macbeth is no exception especially when he too 
has turned into a traitor like Cawdor, whose title he now owns. 
According to Roy Walker, the words of Rosse on Cawdor "actually 
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foreshadow also the faults, the "treasons capital" that will "overthrow" 
the new thane of Cawdor."^^ 
Macbeth's "black and deep desires" are explicitly brought forth in 
Act I scene iv. Nevertheless Macbeth is still a part of the order because 
in speeches and in deeds he is still contributing to the harmonious order. 
He has successfully curbed the treason and has returned victoriously and 
is full of respect and humility in words though his thoughts have gone 
slightly against the natural order: 
The service and the loyalty I owe, 
In doing it, pays itself Your Highness' part 
Is to receive our duties: and our duties 
Are to your throne and state, children and servants; 
(I.iv, 22-25) 
Though his actions and his words converge with the divine 'Reason', yet 
his thoughts follow his own reason. Commenting on Act I scene iv, 
Knights writes: "This scene suggests the natural order which is shortly 
to be violated. It stresses natural relationships... honorable bonds and 
the political order". ^^  
His evil thoughts are but the precursor of the evil deed, which he 
is going to commit shortly. So he says, when Duncan announces 
Malcolm his next successor that in a way immediately mars Macbeth's 
raised expectations: 
Stars, hide your fires! 
Let not light see my black and deep desires; 
The eye wink at the hand; yet let that be, 
Which the eye fears, when it is done, to see. 
(I.iv, 50-53) 
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Macbeth's imagination on the one hand foregrounds his desire for 
the "golden round" and on the other hand gives insight into his 'guilty 
conscience'. According to Bernard, "his imagination is the violent 
instrument by which his intellect attempts to make it heard over the 
all but indomitable voice of his will." '^* Initially the divine order is 
violated only in thoughts and not in actions. That is why Bradley 
assumes that Macbeth's imagination refers to his better nature. And it is 
perhaps because of this prick of conscience that Macbeth keeps on 
postponing the act itself despite having "vaulting ambition", so says 
Kenneth Muir: "Macbeth's conscience prevents him from achieving the 
crown by foul means". ^^  According to Kenneth Muir: "Macbeth has not 
a predisposition to murder; he has merely an inordinate ambition that 
makes murder itself seem to be a lesser evil than failure to achieve the 
crown and so satisfy his wife." Muir is apt enough because he but only 
echoes what Lady Macbeth says about her husband: 
Yet do I fear thy nature: 
It is too fiiU o' th' milk of human kindness, 
To catch the nearest way. Thou wouldst be great; 
Art not without ambition, but without 
The illness should attend it: 
(I.v, 16-20) 
This speech by Lady Macbeth throws 'new and useful light' on 'brave 
Macbeth'. Another aspect of his personality comes to us. According to 
critics, these lines by Lady Macbeth suggest some sort of spiritual 
struggle within Macbeth. 
Lady Macbeth's presence intensifies the atmosphere of terror 
because she too joins the evil forces. She, in contrast to Macbeth is more 
112 
resolute and hardly ever yields to the voices of conscience. She 
provokes Macbeth to act. In a way, she too diverges from the prescribed 
order by unnaturally associating himself with the evil forces. 
Come, you Spirits 
That tend on mortal thoughts, unsex me here. 
And fill me, from the crown to the toe, top-full 
Of direst cruelty! 
(I.v, 40-43) 
The way she unsexes herself, loses her feminine qualities and invokes 
the evil spirits to fill her with "direst cruelty", all this is unnatural, 
against the creative pattern of 'Nature'. Her nature turns destructive and 
she too willingly diverges from divine 'Reason'. Instead of preventing 
Macbeth from diverging from his duties, she motivates him, provokes 
him, and chides him to secure "the golden round". Her every word 
gravely violates the 'degree' to which she belongs. The invocation of the 
"murth'ring ministers", or unsexing herself, her words and her acts, 
everything is uimatural, a violation of her degree. Though her moral 
qualms are not as absolute as that of Macbeth nevertheless she too is 
aware of the immorality, which her act involves. 
Stop up th' access and passage to remorse; 
That no compunctious visitings of Nature 
Shake my fell purpose, nor keep peace between 
Th' effect and it! 
(I.v, 44-47) 
Lady Macbeth, hence, is no better than the witches, who inspire 
Macbeth to do all that is unnatural. She and Macbeth, both deliberately 
suppress their scruples, only for the sake of material good. For the 
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earthly good, and power they consciously or unconsciously lose 
whatever is divine and celestial in them. 
Lady Macbeth's resolution to "chastise" Macbeth "with the 
valour of tongue" is directly in opposition to Macbeth's indeterminism. 
Truly the "murth' ring ministers" has turned her into one of the evil 
spirits. For the sake of "sovereign sway and masterdom" she willingly 
rejects all that is natural and imbibes all that is unnatural. "In the world 
of Macbeth, the inverted and the unnatural constitute the normal state 
of affairs. Paradox, antithesis and equivocation are the characteristic 
idiom of the play". ^^  In a way she is responsible to a great extent for 
Macbeth's tragic fall. Macbeth's disturbed physical countenance as well 
as Lady Macbeth's evaluation of his personality suggests some sort of 
fear in Macbeth. According to Kittredge: "when a person shows a 
disturbed countenance, it is always inferred he has something on his 
mind." The following words by Lady Macbeth bringh forth his fears: 
Your face, my Thane, is as a book, where men 
May read strange matters. To beguile the time, 
Look like the time; 
(I.v, 62-64) 
As long as Macbeth and Lady Macbeth has "cursed thoughts", they do 
not gravely threaten the divine universe and its order but the moment 
these "cursed thoughts" are materialized into wicked deeds, they not 
only reverse the values: they reverse the order as well. Hence the calm 
and peaceful atmosphere of Inverness immediately converts into a 
hellish one the moment these thoughts of its inhabitant's are converted 
into the deed. This conversion is shown in the Porter scene where the 
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porter is symbolic of the porter of hell. If Duncan is genuinely a kind 
king: Lady Macbeth pretends to be most humble and courteous lady. 
The reversal of values, which is one of the main themes of the play, has 
set in the very moment Lady Macbeth decides to disguise her evil self 
behind the guise of courteous and humble lady. Her disguise is too thick 
to show or reveal her true self Whereas Macbeth has yet to learn this 
art. He is not even for a single moment without moral qualms. It is true 
that goaded on by Lady Macbeth he determines to act but the opposition 
in his mind between desire and action is symbolic of the internal 
struggle between good and evil. His discourse on the consequences, his 
knowledge of his sin as a "kinsman and his subject" and of cosmic 
participation at such a terrific deed, all this project his moral 
consciousness. "This deep fear of heaven's justice, of the unknown 
decrees of justice, of retribution in the now as well as hereafter is but 
the prologue to Macbeth's argument; on the one side are Duncan's 
claims as king and kinsman and guest, Duncan's virtues and above all 
pity, while on the other there is only "vaulting ambition" as the spur 
to his "intent" out of which he ultimately choses his vaulting 
ambition."^^He is truly afraid of some sort of "judgment" and this is 
suggestive of divine judgment, divine justice when interpreted in the 
light of Elizabethan theology. As a matter of fact, Macbeth is ready to 
act if he would have been sure that "this blow/Might be the be all and 
the end all." Macbeth's soliloquy in the last scene is very significant 
because it clearly projects the "moral cowardness" of "'brave Macbeth" 
and his moral consciousness. His hesitation silently projects all that 
impedes him from the "golden-round". His knowledge of the "even 
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handed justice", of his sin as a subject and kinsman, of Duncan's 
virtuous nature, of the cosmic consequences, all these show that his wit, 
his understanding is perfect to a great extent but that his ambitions, 
goaded further by his wife and inspired by the witches, has corrupt his 
will: 
I have no spur 
To prick the sides of my intent, but only 
Vaulting ambition, which o'erleaps itself 
And falls on th' other-
(I. vii, 25-28) 
He is aware of the cosmic consequences: 
that his virtues 
Will plead like angels, trumpet-tongu'd, against 
The deep damnation of his taking-off; 
(I. vii, 18-20) 
The participation of heavenly Cherubim's, the war of elements "that tear 
shall drawn the wind", the knowledge of "this even-handed Justice", this 
all express his knowledge of what his act will result into. He is not 
physical coward but morally he is. When interpreted in the context of 
the Elizabethan theology Macbeth is not afraid "to be the same in act 
and valour" as he has strong desires, but his morality prevents him to 
move ahead. For some critics Macbeth, in his soliloquy, considers the 
practical consequences only but when interpreted according to the 
doctrine of Correspondences this practical consideration involves great 
knowledge of morals and of violation of Order at cosmic level that is 
suggested in the participation of Cherubs and of war of elements. 
Ultimately, Macbeth's regicide reverses this order. "Macbeth's 
deed is against the supernatural grace which is set besides supernatural 
evil."^" The consequences are immediate, he reverses the order at all 
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levels e.g. all the three orders reverberate his crime. His disproportionate 
act has disturbed the divine proportion of the universe. Whether it is to 
fulfill his "vaulting ambition", to prove his manliness or to prove his 
love to Lady Macbeth, he crosses his limits, disturbs the creative pattern 
of Nature. "The wheel of temptation, choice and judgment has come full 
circle for the first time after Duncan's murder".^' The immediate 
consequences are cosmic as well as personal: 
Now o'er the one half-world 
Nature seems dead, and wicked dreams abuse 
The curtain'd sleep: Witchcraft celebrates 
Pale Hecate's off rings; 
(II. i,49-52) 
Devil spirits, due to this reversed order, have the opportunity to 
celebrate because Macbeth has destroyed whatever is good in society. 
The aim of evil has been accomplished, ironically, by God's unique 
creation. His unnatural deed has associated him completely to the darker 
side of his nature. His desire to hide again reflects his knowledge of his 
sin: 
Thou sure and firm-set earth, 
Hear not my steps, which way they walk, for fear 
Thy very stones prate of my where-about, 
(Il.i, 56-58) 
"His hysteria after the crime reflects not merely fear of real and 
imagined horrors; the purport of all his speeches after the murder is a 
sense of incalculable loss, panic stricken realization of his estrangement 
from all that had formerly constituted his life."^^ 
If Macbeth can feel "the heat of deeds" it is because of his moral 
awareness of his sin. His sin is too great to be washed by "Neptune's 
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ocean". That's why Macbeth prefers to remain "self-ahenated than to be 
fully conscious of the nature of his deed."^^ According to Roy Walker: 
"Macbeth might be regarded as a traitor to his kinsman Duncan, to his 
country Scotland, to his friend Banquo, to his guest, lord and benefactor 
Duncan." '^* Macbeth's castle has tumed into the "mouth of hell through 
which evil spirits emerge in this darkness to cause upheavals in 
nature."^^ Duncan's murder is as worst as "the great doom's image" 
itself because a king is the reflection of the divine order on the earth, the 
'primum mobile' of earthly activities. Macbeth has "outran the pauser, 
reason" and his corrupt will coincides with the passions in him. Hence 
what remains is but chaos. Chaos at all the three orders is but 
consequential when the 'degree' has been violated. The cosmic chaos is 
suggested in the war of the elements and in thunder and storm. The 
cosmic chaos is reported by Lenox: 
The night has been unruly: where we lay, 
Our chimneys were blown down; and, as they say, 
Lamentings heard i,'th' air; strange screams of death, 
(II. iii,53-55) 
Curry says: "the storm which rages over Macbeth's castle ... is no 
ordinary tempest caused by the regular movement of heavenly bodies, 
but rather a manifestation of demonic power over the elements of 
nature."^^ Curry further says, "the firm-set earth is so sensitized by the 
all pervading demonic energy that it is feverous and shakes."^^ Besides 
this social discord too has taken place due to the reversal of values and it 
is suggested in the "fear and scruples" of the Scottish. This discord is 
apparent even in the animal order reported by the old Man: 
A falcon, towering in her pride of place. 
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Was by a mousing owl hawk'd at, and kill'd. 
(II. iv, 12-13) 
The reversal of values in the commonwealth is followed by the reversal 
in the cosmic and the animal order. Act. II scene iv underlines the 
unnaturalness of Duncan's murder, it reports the success of Macbeth's 
schemes. According to Kenneth Muir: the reversal of animal order by 
the owl and the horses is "a reflection of the violation of the natural 
order which the murder involves."^^ Macbeth's world is "a world 
shaken by "fears and scruples". It is a world where "nothing is but what 
is not", where "fair is foul and foul is fair."^ ^ 
Besides this reversal of order in all the three orders e.g. cosmic, 
social and animal, Macbeth's personality too has undergone drastic and 
significant changes. "Passions have wrought havoc in him. He is the 
victim of dreams, he keeps alone, he envies the dead, and his thoughts 
are of black night.""*^  He is haunted by Banquo's ghost as well as by 
terrible dreams. After the unnatural murder what remains to follow is the 
moral, political and social discord in the Scottish commonwealth and 
Macbeth's movement from 'one crime to other'. Rest of the play is 
concerned with the deterioration and steady progress to downfall of 
Macbeth and Lady Macbeth. "For the final three acts as he rises higher 
in worldly power like Richard III he sinks deeper into evil, until at the 
end he is utterly destroyed."'*'Despite the prick of conscience, Macbeth 
has started living a life of his reason like that of a modem man, which in 
every way diverges fi-om divine 'Reason' and hence suffers fi-om mental 
as well as physical agony. The Thane of Cawdor and now a king, 
Macbeth is unable to sleep despite having "the sovereign power and 
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masterdom". Ironically, Macbeth never enjoys all that for which he 
yields "his better part of man". His feeling of guilt would make him fear 
Banquo and afraid of his "royalty of nature" and the "dauntless temper 
of his mind" and partly to defeat the prophecy of the witches regarding 
Banquo, he sweeps him out of his way and all those who come in his 
way: 
No son of mine succeeding. If t be so, 
For Banquo's issue have I fil'd my mind; 
For them the gracious Duncan have I murther'd; 
Put rancours in the vessel of my peace. 
Only for them; and mine eternal jewel 
Given to the common Enemy of man, 
(III. i,63-68) 
He is ready to fight against fate itself, if it places a "fruitless crown" on 
his head. He is willing to wage a war against his destiny. What else, 
ironically, could be worst than this level of corruption? Hecate aptly 
calls him "a wayward son". He has turned into an independent man who 
instead of following the prophecies by the witches, have decided to act 
on his own, in both cases symbolic of corrupt reason. In his desire to 
secure his "sovereign sway" for in the words of Hecate "security/Is 
mortals chiefest enemy" he is ready to make Scottish Commonwealth 
barren, despite his constant realization of the horror of the deed. "Like 
Satan, Macbeth is aware fi-om the first of the evil he embraces, and like 
Satan he will not renounce his free-willed moral choice once it has been 
made."^^ 
His fears and his actions thereafter seal his deep-damnation. 
Nonetheless, his desires to secure the "golden round" forever, he but 
increases his sufferings and to get rid of these sufferings, he steeps 
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himself further into crimes against Nature. "The constant lying to 
himself, and the discrepancy between his beliefs and the world that he 
has chosen for himself, produce the self-loathing and numbing sense of 
loss that are the essence of his tragedy.""*^ He has his purgatory in his 
sufferings. His realization of what his own life has been reduced to, 
what he has lost, unconsciously reminds him of his sin. A man who 
usurps the life of Duncan, for him life is: 
Life's but a walking shadow; a poor player, 
That struts and frets his hour upon the stage, 
And then is heard no more: 
(V.v,24-26) 
Macbeth fails to learn anything from his sufferings. He can see 
what he has lost e.g. his wife, honour and his friends but he cannot learn. 
He can realize what his life has come to, he can see the shortness of his 
life but his corrupt desires prevent him from learning anything. He can 
see the ftitility of his attempts and acts that he thinks will be his last act: 
To-morrow, and to-morrow, and to-morrow, 
Creeps in this petty pace from day to day. 
To the last syllable of recorded time; 
And all our yesterdays have lighted fools 
The way to dusty death. 
(V.v, 19-23) 
These lines "express in Shakespeare's terms the hopelessness of a 
hardened sinner, to whom the universe has now no meaning.""^ He 
realizes the meaninglessness of the universe out of his sufferings. Lady 
Macbeth's death comes to him as the final shock to his desires, his 
raised expectations. For, according to critics, it is mainly out of his love 
to Lady Macbeth that he keeps on steeping his self into more and more 
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crime, to secure that wealth and power for ever of which both of them 
have dreamt together. But the news of her death forces him to realize 
perhaps instinctively the futility of life. 
Nonetheless, his reason is still corrupt. Macbeth is not only 
equivocating to others, he is equivocating to himself as well. He still 
thinks that seeming is 'being'. "He is plunging deeper and deeper into 
unreality, the severance from mankind and all normal forms of life is 
now abysmal, deep.""*^  He can, see the increasing revolt against his 
authority but justifies his deeds as if he is fighting for the right cause. He 
still thinks himself a fine soldier who should fight instead of yielding. 
Hence, he is ready to take up every challenge: 
Ring the alarum bell! - Blow, wind! come, wrack! 
At least we'll die with harness on our back. 
(V.v, 51-52) 
He may justify all his deeds like a soldier, but he still has to learn that he 
is not the one who fights to preserve the harmony and order, rather one 
who is destroying his own people. He still has to learn the futility of his 
justification. He has made his land a graveyard where in the words of 
Rosse: 
violent sorrow seems 
A modem ecstasy: the dead man's knell 
Is there scarce ask'd for who; and good men's lives 
Expire before the flowers in their caps. 
(IV. iii,169-172) 
"Darkness at noon, predatory animals, night's black agents, 
murdering ministers, crying orphans, weeping widows, and 
innumerable other large and small touches all combine to delineate a 
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macrocosm which, like the microcosm of the hero, has suffered the 
death of nature.""^^Nevertheless, despite its neutrality, divine justice 
asserts itself and restores the social, political and moral harmony which 
has been destroyed by his continuous involvement in crimes. The 
revenge taken upon him by the violated order is no ordinary one. Owing 
to his continuous involvement in crimes one after the other and 
continuous violation of Nature's Law, this or that way, all the three 
orders cumulatively revenge upon him. The cosmic world, the social 
world and the vegetative world all have stood up against Macbeth. The 
cosmic world has forwarded aid in the form of King Edward's support, 
who reflects the divine order on earth. Heavens are not silent observers; 
rather they are participating explicitly in the form of King Edward. So 
informs Malcolm: 
Be't their comfort, 
We are coming thither. Gracious England hath 
Lent us good Siward, and ten thousand men; 
(IV.iii, 188-190) 
His own social world, the Lords, Thanes have stood up against him. 
They are no more loyal to him 
Meet we the med'cine of the sickly weal; 
And with him pour we, in our country's purge, 
Each drop of us. 
(V.ii, 27-28) 
The revolt, against his authority, in the vegetative world, comes forth in 
the coming of "Bimam wood to Dunsinane". All Macbeth's fortification 
is but in vain in front of the punishment taken upon him by all the three 
orders simultaneously: 
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I look'd toward Bimam, and anon, methought, 
The wood began to move 
(V.v, 33-34) 
The cosmic world in the form of the Holy King and the 
animal/vegetative world symbolic in Bimam wood have come to aid the 
"industrious soldiership" of Macduff and Malcolm. Their "industrious 
soldiership" for the just cause is directly in contrast to Macbeth's 
"wayward" soldiership, which Macbeth does not realize. 
Nevertheless, Macbeth has started suspecting the 'seeming' and 
has started looking for the 'being'. Macbeth's following speech 
expresses the initial spark of his improved wit, which will redeem him 
ultimately: 
I pull in resolution; and begin 
To doubt th' equivocation of the fiend, 
That lies like truth: 'Fear not, till Bimam wood 
Do come to Dunsinane'; -and now a wood 
Comes toward Dunsinane. 
(V.v, 42-46) 
Despite these initial sparks, he justifies his deeds like a soldier. But the 
truth is that his fall is sure and complete because he has unnaturally 
violated the divine order. He may have purgation in his sufferings, in his 
tragic ordeal but his sins are too wide and deep, to be easily forgiven. 
"Macbeth should be a damned soul like Dr. Faustus because he willingly 
aligns himself with the evil powers. Undoubtedly he has cut himself off 
from the world he believes in and has committed himself to its anti-
thesis, a world in which man is a predatory animal.""^^ Critics 
unanimously voice against his redemption. According to Ribner, he 
willingly embraces damnation, the way of redemption is closed to 
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him, and he must end in destruction and despair.""^ ^ Whereas, 
according to L.B. Campbell, "Macbeth's final ground for hope is 
taken away.""*^  According to S.L. Belhell, "Macbeth's last stand, 
however, is no atonement for his sins: it is not manly but "bear-like" 
(V, vii, 2), beast like."^° He further writes: "According to The 
Governor, this is not fortitude but desperation; it has no moral value, 
for those who "hedlonge will fall in to daungers, from whence there is 
no hope to escape. So Macbeth, though we may pity him, presumably 
goes to hell."^' "Macbeth's falling, less conventionally than Faustus, 
is more surely dammed, so that after this speech not Christ himself, 
could pluck from destruction the spirit immolated by the will."^^ 
Nonetheless such a grave sinner too secures redemption. Despite 
his deep sins, he ultimately achieves that self-knowledge which he had 
not earlier, and which is theologically, at least, redemptive. 
Undoubtedly, he is finally overthrown and is not allowed to live any 
more, criticized and condemned in his death, loses his earlier glory and 
earns bad name even in death. His dead end is directly in opposition to 
the tragic end of Cawdor who redeems his soul through realization and 
confession, which is reported by Malcolm to Duncan; 
That very frankly he confess'd his treasons, 
Implor'd your Highness' pardon, and set forth 
A deep repentance. Nothing in his life 
Became him like the leaving it: he died 
As one that had been studied in his death, 
(I.iv, 5-9) 
Whereas, Macbeth neither confesses, nor do we find him repenting 
for his actions. Moreover, it is difficult to seek redemption on the 
basis of his moral awareness of his actions, of its consequences and of 
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his deliberate bonding with the evil forces, which is suggested from 
the very beginning. Hence, to seek redemption on the basis of moral 
knowledge would be unfair. He is a deliberate accomplice of the evil 
powers. How such a man can acquire redemption? Redemption for 
such a grave sinner is beyond imagination. Is Macbeth past 
redemption? As a matter of fact, being a hardened criminal, he is now 
twice removed from his true self: first due to the fall and then due to 
his deliberate association with the agents of evil. He is aware of his 
corruption; hence this knowledge too cannot redeem him. "More than 
any other Shakespearean hero, he has a perfectly clear concept who 
he is and where he stands."^^ 
Nevertheless, theologically he can regain his lost self, either 
through God's grace and Christ's atonement or by contemplating the 
divine order of the created universe of which he is but a part. Through 
either of the prescribed modes, Macbeth can still save himself from 
the power of evil. 
As far as God's grace is concerned, he again and again refuses 
God's authority and violates His laws. Though Macbeth is not a 
skeptic, yet he deliberately diverges his self from the benevolent God. 
Besides this, redemption through Christ's atonement too is not 
possible for he is not blessed with any Christ like companion which 
Othello has in the form of Desdemona. 
What remains next is the contemplation of the divine order of the 
created universe of which he is a part. This mode is implicit in his 
pen-ultimate speech, just after Macduff s revelation of his birth that 
he is "from his mother's womb/untimely ripp'd". Macbeth's 
immediate reaction is: 
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Accursed be that tongue that tells me so, 
For it hath cow'd my better part of man: 
And be these juggling fiends no more believ'd, 
That palter with us in a double sense; 
That keep the word of promise to our ear, 
And break it to our hope. 
(V.viii, 16-21) 
It is not that Macbeth was not previously aware of his sin, of its 
cosmic consequences, of the evil forces embodied in preternatural 
powers, and of the "Great" bond, that he continuously violated. He 
was very much a aware of his sins, earlier as well. What makes his 
situation worse is that despite this knowledge he was moving ahead 
with his sinful moral choice. The difference, then, between his now 
gained knowledge and earlier knowledge is the knowledge of fallen 
self, of evil within implicit in "For it hath cow'd my better part of 
man". 
When interpreted in terms of the Elizabethan theological and 
philosophical beliefs, this phrase "better part of man" is vast in its 
implications. Though the reference is slightest, yet it takes into 
account the Elizabethan or traditional concept of dual human nature, 
which is, theologically, an impediment in the way of redemption. This 
phrase suggests Macbeth's contemplation of the divine order of the 
created universe and of his unique place in it. He is aware of evil 
within his self, which, coincided with the external evil, and doomed 
his celestial self. This is the knowledge that inspires man to attain 
celestial heights and can redeem man. He is aware of his degraded 
place in the Chain, of his corrupt rational self. Along with the 
knowledge of external evil, which is deceptive and destructive, he is 
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armed with the knowledge of his evil self. This phrase has brought 
into context the theological notion of the Chain of Being. Implicit in 
this phrase is the knowledge of the order manifested in the chain of 
Being and the knowledge of his degraded place. Earlier Macbeth 
could trace, evaluate his degradation in terms of honor, love and 
friends, but for the first time he can evaluate his demoted place in the 
chain itself. 
Macbeth, hence, has regained true self-knowledge, which is 
redemptive and implicit in this knowledge is the contemplation of the 
divine order of the created universe, the 'Chain'. This contemplation is 
one of the modes to attain salvation. Along with the true nature of 
external evil, he is aware of the evil within, which he, ironically, was not 
aware of earlier. For the first time, he consciously renounces evil. His 
spell is ultimately broken and along with the renunciation of evil, he 
restrains himself from fighting - "I'll not fight thee" so he says to 
Macduff. This realization of his loss of celestial self and the remaining 
bestiality is redemptive in Macbeth. This is exactly the true nature of 
man in this post-lepsarian world and the realization of this knowledge 
inspires man to achieve the better of his self and to secure permanent 
redemption. 
Hence this realization restores his lost glory, his virtues and once 
again gives back his lost 'degree'. His improved wit enlightens his soul, 
reveals him the truth of the pretematural powers- "be these juggling 
fiends no more believ'd, /That palter with us in a double sense" and 
learns temperance. He is once again a part of the restored order. 
Macbeth may have his purgation from his past sins, in his sufferings and 
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tragic ordeal, in his loss of all that he aspired to. He may be punished in 
his death, for he is not allowed life on this earth any more, but his 
redemption lies in his realization of his bestiality, of his lost celestial 
self, of evil within. 
As far as Macbeth's last act is concerned, it does not suggest his 
diversion from divine Reason, rather it strengthens the belief that he is 
through and through redeemed soul now. For this time Macbeth does 
not fight out of his fear to secure his throne and powers, rather he fights 
like a soldier. According to Knight: "soldiership is the condition of 
nobility" '^*in Shakespeare and Macbeth retains this soldiership 
irrespective of his death. In his last fight he dies a warrior's death. He is 
fiilly aware of his doomed self but he is not a coward rather "Bellona's 
bridegroom". Hence he accepts Macduff s challenge and fights like a 
soldier: 
Yet I will try the last: before my body 
I throw my warlike shield: lay on, Macduff; 
And damn'd be him that first cries, 'Hold, enough!' 
(V, viii, 32-34) 
Macbeth regains his lost glory by not yielding like a coward; by 
throwing his "war-like shield". He prefers to embrace a soldierly death 
instead of the death of a coward. He knows that a soldier is one who 
embraces soldierly death, instead of the death of a coward, irrespective 
of how painful it is. 
In a way it can be summed up that "the artist tries to synthesize 
emotion, expectation and growth into maturity for making possible the 
actualization of the potential good. What the characters ultimately 
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choose for themselves is a balanced and natural way of life after having 
seen through all forms of excess, self-ignorance and self-indulgence."^^ 
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CHapter Vl 
THE DIVERGENCE, PARALLELS 
AND THE POINTS OF 
CONVERGENCE 
When read against the Christian humanist framework of the 
EHzabethan age, a thematic parallel between morality plays and major 
tragedies of Shakespeare can be drawn. Like their medieval 
predecessors, major tragedies, symbolically at least, explore mankind's 
confrontation with evil, the destructive power of evil and man's ability 
to attain salvation in spite of fall and destruction. 
Each major tragedy - Hamlet, Othello, King Lear, Macbeth -
explores the relationship between man and evil in a distinctive manner, 
which can be termed as pattern. In each play man is placed against evil 
and he reacts to it according to his bent of mind. On the basis of his 
reaction, four different patterns can be identified. To explore the 
underlying moral vision and man's relation with evil, each tragedy has a 
peculiar pattern which can be categorized in the following words: 
Hamlet explores the confrontation between man and evil through the 
pattern of growth to maturity. In Othello, the pattern is that of a virtuous 
man's fall through deception. The underlying pattern in King Lear is 
that of fall and regeneration thereafter. Macbeth chalks out a totally 
different pattern i.e. pattern of worldly rise and spiritual fall. 
Out of this confi-ontation between man and evil, each play 
foregrounds a different kind of possibility. Interestingly, except man's 
nature, nature of evil and of cosmos remains same in all the four plays. 
Though each pattern is distinctive enough, nevertheless, it shares a kind 
of relationship with rest of the patterns i.e. certain points can be 
identified where one pattern either converges, diverges or runs parallel 
to rest of the patterns e.g. the pattem of Othello runs parallel with 
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Gloucester's plot in King Lear. Like Othello is deceived by lago to 
make a sinful moral choice: Gloucester is deceived by Edmund to 
disinherit Edgar. 
As far as the confrontation between man and evil is concerned, 
each pattern runs parallel to others. Each play depicts mankind's 
encounter with subjective or objective evil of this world. Each 
protagonist encounters evil at different stage of life and of play and he is 
perished, by the destructive powers of evil, to a great extent. Hamlet is 
too young when he confronts evil of the world and Lear is too old when 
he is destroyed, only to regenerate later, by the passions within. If 
Hamlet and Othello are destroyed by the objective evil: Lear and 
Macbeth are destroyed by the subjective evil. 
Nature of evil is similar in all the patterns and its only motive is to 
destroy all that is good and virtuous in society. According to Ribner, 
"Evil is self sufficient which needs no motive beyond the fact of its 
existence."' The only thing that can be concluded out of these four 
patterns is that evil is the price of original sin and like morality Vice, its 
aim is to tempt man, to degenerate his rational self and to turn order into 
disorder. 
The underlying pattern in Othello is that of a virtuous man's fall 
through deception. The focus of the play is on the process of seduction 
i.e. how Othello is led to believe in his honest wife's infidelity, which he 
was unlikely to, if not deceived, by lago. Truly, if not worked upon by 
lago, Othello was most likely to prove a "dear husband", a fact accepted 
by lago as well: 
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The Moor, howbe't that I endure him not, 
Is of a constant, noble, loving nature; 
And I dare think, he"ll prove to Desdemona 
A most dear husband: 
(Il.i, 283-86) 
The plot, very much in accordance with the pattern, develops the two 
characters i.e. of Othello and lago, till act III scene iii i.e. the temptation 
scene in which Othello ultimately yields to evil 
Othello is undoubtedly a virtuous man and his nobility is apparent 
from his first appearance on the stage. Edith Sitwell admires Othello in 
poetic terms. He vmtes: "The greatness and simplicity of Othello are 
those of Nature before it was altered by civilization, and his utterances 
have in them, sometimes the noble heat of the sun under which he was 
bom, sometimes a grave and planetary splendour, sometimes a sonorous 
and oceanic strength of harmony." Matthew N. Proser too admires 
Othello for his conduct. According to him: "His conduct, restrained and 
self-possessed in the face of Brabantio's accusations, is both accepted 
and admired by the Senators, and in Othello can be discerned the 
grandeur and nobility which must have attracted Desdemona".^  
Undoubtedly, Othello is "valiant", "far more fair than black", who 
successfully curbs the Turkish invasion. 
If Othello is what he seems: lago is just opposite to what he 
pretends to be. He boldly announces to Roderigo - "I am not what I 
am". His very nature is deceptive from the beginning till the end. If 
there is any truth it is that under an appearance of sanctity lies a serpent. 
If he ever reveals his true self, it is either to Roderigo, that only to 
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deceive him, or in his sohloquies. The following soliloquy foregrounds 
his deceptive nature 
Divinity of hell! 
When devils will their blackest sins put on, 
They do suggest at first with heavenly shows 
As I do now: 
(II. iii, 341-44) 
His deceptive nature is the very essence of this tragedy. According to 
Theodore Spencer: "The concept of the difference between outer show 
and inner truth is not only important as a part of lago's character; it 
permeates the whole play. The essence of Othello's tragedy is that he 
judges wrongly by appearances; he thinks that lago is honest and 
Desdemona is false, and he is performing a just action in cruelly 
murdering his spotless wife.""^  Ribner too echoes similar words. 
According to Ribner, "lago is revealed to the audience as demi-devil, 
the incarnation of evil itself, and the negation of moral law. This is not, 
however, how he appears to the other characters in the play... To the 
rest of the world and particularly to Othello, he is always 'honest' lago 
... Like the Claudius of Hamlet; lago is evil in its traditional role, 
disguised as good."^ The height of his deception is such that Othello, 
even after Desdemona's murder emphasizes on lago's honesty: 
I say thy husband: dost understand the word? 
My friend, thy husband, honest, honest lago. 
(V.ii, 154-55) 
Deception, instead of virtues, is a matter of pride for him. He keeps on 
emphasizing on his deceptive nature as in his speech on master - servant 
relationship: 
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And throwing but shows of service on their lords, 
Do well thrive by 'em, and when they have lin'd 
their coats, 
Do themselves homage, those fellows have some soul. 
And such a one do I profess myself 
(I.i, 52-55) 
Deception for him, instead of virtue, is a gateway for material 
prosperity. If he reveals his reality to Roderigo, it is only to deceive him, 
to gull him. If his aim, literally, is to "further" himself: symbolically, it 
is to destroy the order of this universe very much like the morality Vice. 
He keeps on tempting others only to destroy the harmonious pattern of 
the created universe. 
Actual seduction between good and evil takes place in Act III 
scene iii. lago has already won Othello's confidence through his 
deceptive honesty as in Brabantio's encounter, as in the 'cashiering of 
Cassio'. He also knows that: 
The Moor a free and open nature too. 
That thinks men honest that but seems to be so: 
(I. iii, 397-98) 
lago, thus, by working on Othello's deficiencies, by and by, discredits 
Desdemona. Othello, already a man of defective understanding in 
domestic matters, ultimately yields to his deception. Undoubtedly, 
Othello alone is responsible for his fall, for he could have analyzed the 
given evidences in a better way. But the deception is such that his vision 
is totally discolored by lago's honesty and he, inch by inch, believes in 
whatever lago has to offer. 
138 
lago tempts him to make a sinful moral choice and he yields to 
him. lago deceives a virtuous man to believe in his wife's infidelity to 
such as extent that Othello decides to: 
Damn her, lewd minx: O, damn her! 
Come, go with me apart, I will withdraw 
To furnish me with some swift means of death, 
For the fair devil: now art thou my lieutenant. 
(Il.iii, 482-85) 
Undoubtedly, Othello alone is responsible for his fall but it is also true, 
if not deceived by lago he was unlikely to make a sinful moral choice. 
According to Siegel: "In his greatness and weakness he showed the 
possibilities of human nature. That a man of nobility could fall as he did 
was a terrifying reminder of the fall of Adam, the noblest of men, and of 
man's subsequent proneness to sin."^ Due to lago's deception, "He 
becomes a man possessed; and this unseats his rational nature until he is 
entirely blind to truth, and disrupts his emotional nature until the 
emotions which he once gave least rein to, now entirely possess him. At 
almost the end, when he is in effect driven mad, he destroys the centre 
of his own life, and emerges as a nature which has been wholly ruined." 
This pattern of a virtuous man's fall, through deception is peculiar 
to Othello: nevertheless this pattern runs parallel to the pattern of 
Gloucester's plot in King Lear. The two plots depict the fall of a 
virtuous man through deception. lago and Edmund, both are evil 
disguised as good. If lago deceives Othello and inspires him to believe 
in Desdemona's infidelity: Edmund discredits Edgar from Gloucester's 
eyes. Like lago, Edmund wins his father's confidence, led him to 
believe in Edgar's treachery and inspires Gloucester to make a sinful 
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moral choice. Gloucester too is caught, very much like Othello, through 
his deficiencies e.g. "That thinks men honest that but seems to be so:" 
Within a few moments a "dearer" son turns into: 
Abhorred villain! Unnatural, detested, brutish vil-
lain! Worse than brutish! Go, sirrah, seek him; I'll 
apprehend him. Abominable villain! 
(I. ii, 73-75) 
If lago seems a 'motiveless malignity': Edmund is much more clear 
about his motive. So he announces: 
Let me, if not by birth, have land by wit: 
All with me's meet that I can fashion fit. 
(I. iii, 180-81) 
Like Othello, Gloucester too fails to distinguish between 'seeming' and 
'being' and takes 'seeming' for, 'being'. Owing to this kind of 'error of 
judgement' his fall is definite. Edmund uses the circumstances for his 
advantage and Gloucester, being a "credulous father" hardly ever tries to 
dig out his truth. According to R.B. Heilman: "Gloucester does not take 
the trouble to go beneath the surface, he falls in with whatever is going 
on about him: this is, his way of avoiding responsibility. When Edmund 
makes a specious case against Edgar, Gloucester falls right in with 
Edmund's plans; he shows what we come to recognize as his 
characteristic suggesfibility, and he dodges the responsibility of finding 
out what lies behind the superficial evidence."^ Like Othello, Gloucester 
is defective in understanding and hence, is responsible for his fall. He is, 
nevertheless, seduced or tempted through deception. Till the last 
moment Edmund keeps on deceiving him, until Regan reveals his truth. 
Only then, Gloucester realizes his mistake. He says then: 
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0 my follies! Then Edgar was abus'd. 
Kind Gods, forgive me that, and prosper him! 
(III. vii, 89-90) 
Hence, the pattern of Othello runs parallel to that of the pattern of 
Gloucester's plot in King Lear. Process of seduction, in both the 
patterns, is similar i.e. virtuous and men of noble minds are deceived to 
make a sinful moral choice. 
In a way, Othello, Lear, Gloucester and Macbeth, all are caught in 
their own self-deceiving passion. 
The pattern of Othello diverges from the pattern of Hamlet. This 
is not to say that Hamlet is not deceived and tempted by evil. He is very 
much deceived by his passions to avenge his father's murder. Passions 
very much rage in his personality and he is deceived by his passions. He 
is tempted by his passions to resolve again and again as he does when he 
comes across Fortinbras' army. He says: 
O, from this time forth 
My thoughts be bloody or be nothing worth. 
(IV. iv, 65-66) 
Critics interpret his rashness in terms of passions. Lily B. Campbell, in 
his analysis, shows that Hamlet has become the victim of passion when 
the play opens. But, like Othello, Lear, Gloucester and Macbeth, he 
never yields to the wicked passions, never transgresses any of the laws. 
His grief is dominated by his reason, which prevents him every time 
from transgressing the laws. According to E.M.W. Tillyard: "It may not 
be an accident that of the heroes of Shakespeare's four tragic 
masterpieces, two, Othello and Lear, are defective in understanding and 
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two, Hamlet and Macbeth, in will."^ In a way, his corrupt will is 
impeded by his sound wit and the only time when he transgresses 
nature's law, e.g. the killing of Polonius; he realizes immediately his 
mistake and is ready for the punishment. Deception is there in Hamlet 
but the protagonist survives this deception. 
The pattern of Othello diverges from the pattern of Macbeth as 
well. Undoubtedly, deception is there in the play but that is a willing 
self-deception. His own ambition deceives him and he willingly and 
knowingly yields to it. A virtuous man does fall but by deceiving 
himself willingly. Macbeth willingly ignores the voices of conscience, 
his moral awareness. He is very much aware of his sinful moral choice 
and its cosmic consequence, which he professes thus: 
Besides, this Duncan 
Hath borne his faculties so meek, hath been 
So clear in his great office, that his virtues 
Will plead like angels, trumpet - tongu'd, against 
The deep damnation of his taking- off; 
(I.vii, 16-20) 
As far as the fall of a virtuous man is concerned, the two patterns of 
Othello and of Macbeth converge with each other; for Macbeth is 
undoubtedly a "valiant cousin" and "a worthy gentleman" who 
successfully curbs the revolt against his master. But the two patterns 
diverge as far as the nature of deception is concerned. 
The pattern of Othello again converges with that of King Lear. 
Again a virtuous man is deceived to fall. Though, Lear is deceived by 
his pride instead of the objective evil of the world. Lear is a father who 
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expects, very much like Brabantio, the obedience of his children and 
their unconditional love. 
Tell me, my daughters, 
(Since now we will divest us both of rule. 
Interest of territory, cares of state) 
Which of you shall we say doth love us most? 
Cordelia rejects to profess her love in exaggerated terms. This results in 
Lear's disappointment, since he fails to distinguish between 'seeming' 
and 'being'. Pride and loss of self-control result in lawless violence. 
Deceived by his pride of authority, he disinherits his daughter with 
whom he was planning to spend rest of his life. Under the sway of his 
pride, he fails to see, what ironically Kent can see, that by disinheriting 
Cordelia, he is also transgressing Nature's law. 
Here I disclaim all my parental care. 
Propinquity and property of blood. 
And as a stranger to my heart and me 
Hold thee from this for ever. 
(1.1,112-115) 
Deceived by his pride, Lear makes a sinful choice and transgresses 
Nature's law. Hence, the pattem of Othello converges with that of King 
Lear, as far as the fall of a virtuous man through deception, is 
concerned. 
In order to show man's relationship with evil, Macbeth takes up a 
different kind of pattem i.e. of rise and fall. Initially, "Macbeth is highly 
esteemed for his valiant and honorable service to the state."'° According 
to Holloway: "He is the cynosure, the present saviour of the state."" 
Undoubtedly he is a fine soldier who, initially at least, performs his 
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duties very much in accordance with the master-servant relationship. 
True it is that his thoughts are false; but his deeds are loyal to Duncan. 
He successfully curbs the revolt, defeats Norweyian powers and 
executes the traitor to death. Inspite of heavy odds, he victoriously 
returns from the battlefield. Rosse reports his victory to Duncan in the 
following terms: 
Till that Bellona's bridegroom, lapp'd in proof. 
Confronted him with self-comparisons. 
Point against point, rebellious arm 'gainst arm, 
Curbing his lavish spirit: and to conclude. 
The victory fell on us; -
(I.ii, 55-59) 
For his bravery, his master Duncan duly rewards him. But then his 
'thriftless ambition' for "solely sovereign sway and masterdom" 
deceives him, and in tum he deceives himself for he is very much aware 
of the consequences of his sinful moral choice. To rise is the material 
world; he willingly ignores all the consequences. His reason is strong 
enough to inform him about his wrong choice, but he yields to his 
corrupt will. Hence the focus of the play is on his worldly rise and fallen 
self. His rise and fall is juxtaposed to show the total corruption of man. 
His rise is also his fall, but then, he is not ready to return despite his 
consciousness of sin. 
For mine own good, 
All causes shall give way: I am in blood 
Stepp'd in so far, that should I wade no more, 
Returning were as tedious as go o'er. 
(Ill.iv, 134-137) 
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According to Bernard Mc Elroy: "In Macbeth, Shakespeare focuses his 
attention fully upon a problem he had dealt with peripherally in Hamlet 
and Measure for Measure: that of the criminal who is deeply aware of 
his own criminality, is repulsed by it, but is driven by internal and 
external pressures ever further into crime." 
By materializing his cursed thoughts he tries to ascend, from a 
soldier to a king, in the hierarchy of rational souls but he descends to 
bestial level. Ironically he never enjoys "sovereign sway and 
masterdom" for which he willingly cancels "that great bond". He 
himself confesses this: 
my way of life 
Is fall'n into the sere, the yellow leaf; 
And that which should accompany old age. 
As honour, love, obedience, troops of friends, 
I must not look to have; 
(V. iii, 22-26) 
According to G. Wilson Knight: "On the ethical - as opposed to the 
metaphysical - plane, Macbeth fails through trying to advance from 
deserved honour as a noble thane to the higher kingly honour to which 
he has no rights. This kingship he attains. Yet never really possesses it. 
He is never a proper king: his regality is mockery. Now, through the 
murk which envelops the action, there are yet glimpses of this sensuous 
glory which Macbeth desires but which ever eludes his grasp."'^ Wilson 
Knight is apt enough, his fall is over all: ethical as well as metaphysical. 
He degenerates his self to the level of beast. "To be safely thus" i.e. in 
order to secure his throne, he even does not hesitate for a moment and 
makes his land a place where: 
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Where sighs, and groans, and shrieks that rent the air 
Are made, not mark'd; where violent sorrow seems 
A modem ecstasy: 
(IV.iii, 168-170) 
Under the sway of his 'thriftless ambition', he diverges his reason from 
divine 'Reason', reverses the pattern of values, and turns every natural 
order into unnatural one. Ultimately when "the ripeness is all" Macbeth 
is overthrown and revenged by all the three orders which he was 
disturbing so far. The cosmic world, the social world and the vegetative 
world, all stand up against him and take a cumulative revenge. His rise 
and fall can be summed up in the words of Siegel: "In Macbeth we are 
shown evil as frighteningly present in all of us, ready at all times, given 
the favorable circumstances and the relaxation of our will, to drag us 
down to our doom... In his fall we see the latent possibilities for evil in 
the murky depths of human nature."' 
As far as the pattern of wordly rise and spiritual fall is concerned, 
it is peculiar to Macbeth alone. No other pattern converges or runs 
parallel to it. No other pattern e.g. that oi Hamlet, oi Othello and of King 
Lear shares a kind of relationship with the pattern of Macbeth except 
that it completely diverges from these patterns. There is no question of 
fall in Hamlet for he never fransgresses any of laws. In the words of 
Siegel: "Hamlet never commits a crime that would have convinced the 
Elizabethan audience that in prosecuting his revenge he had irrevocably 
given himself over to the powers of darkness."'^ There is only growth in 
Hamlet. The protagonist grows to maturity, he learns self-control, he 
learns to cope up with evil, with the inevitability of death and he learns 
the order of nature. He only rises. He enjoys fame in this material world 
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despite his death and ascends the spiritual ladder that is also the 
supposed aim of man on this earth. 
As far as moral choice is concerned, the pattern of Macbeth again 
diverges from that of Othello and King Lear. In the case of later two 
plays the protagonists are deceived by lago and by pride respectively to 
make a sinful moral choice. Undoubtedly choice is theirs but they are 
ignorant of that. Being a man of imperfect wit, Othello and Lear fail to 
understand the implications of their choices. Othello says about his 
deception thus: 
Will you, I pray, demand that demi-devil 
Why he hath thus ensnar'd my soul and body? 
(V. ii, 302-03) 
Othello knows that he has "Fall'n in the practice of a damned slave." 
Lear too realizes his foolishness. He confesses that he is "a very 
foolish fond old man" who is "mainly ignorant". But in Macbeth's case 
things are very different. Sinful moral choice is his own and he is very 
much aware of his choice. The only thing that impedes him from 
materializing his cursed thoughts is his moral awareness, which he 
ultimately overlaps to fulfill his "Vaulting ambition". He very much 
knows what he is doing and what will be its implications: 
Let not light see my black and deep desires; 
The eye wink at the hand; yet let that be. 
Which the eye fears, when it is done, to see. 
(I. iv, 50-52) 
Though, each protagonist except Hamlet is responsible for his fall: 
Macbeth alone is aware of his sinful moral choice, its consequences and 
despite this knowledge he moves ahead. Parker's words support this 
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view: "For Macbeth closes not only the Platonic rift between being and 
seeming, so that to Macbeth, what is, also seems; it closes too the 
Aristotelian rift between intention and action, for Macbeth translates 
into action the corruption of the will."'^. 
Moreover Macbeth keeps on transgressing the laws, one after the 
other, keeps on violating the divine order, keeps on reversing the pattem 
of natural and unnatural till his death. From Duncan's murder, till his 
death he keeps on wading himself into one sin after another. Whereas 
Othello and Lear do not involve further in sinful activities. 
If there is any parallel, one can draw, it is between Claudius, lago, 
Edmund and Macbeth. All of them willingly diverge their reason from 
divine 'Reason'. They are aware of their sinful choices; nevertheless 
they reject the notion of order willingly. Even here Macbeth's character 
is greater than others, for no other villain again and again professes his 
moral consciousness and keeps on wading himself into sin as Macbeth. 
Each speech by Macbeth projects the agony of his soul and his 
determination to go ahead. Claudius professes his guilty conscience only 
once. lago hardly ever does and Edmund professes it just before his 
death. 
As compared to other patterns, the pattem of Hamlet presents an 
ideal. It foregrounds a totally different approach and that too very much 
in accordance with the contemporary optimistic beliefs of the society. 
Theologically it was believed that man was capable enough to survive 
the blows of fortune and that he could resist evil as well by using his 
reason wisely. The pattem of Hamlet i.e. growth to maturity exemplifies 
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the optimistic beliefs of the age. Tillyard in his book writes: "It is not in 
our power not to be stirred mentally by our appetite but it is in our 
power to translate them or not to translate them into action."'^ The 
pattern of Hamlet exemplifies this belief of the Elizabethan age. In the 
words of Cordelia, Hamlet is: 
Th' expectancy and rose of the fair state, 
The glass of fashion and the mould of form, 
Th' observ'd of all observers, 
(Ill.i, 153-55) 
Nevertheless, Christian critics identify certain Christian flaws in his 
personality and, according to them, as long as he has those flaws, he 
would not be able to avenge his father's murder. According to Ribner: 
"Hamlet makes one attempt after another to accomplish his goal, but 
each attempt is a failure because his plans are marred by those very 
human shortcomings which reveal him as neither a God-figure nor a 
pathological study, but as a symbol of ordinary humanity."'^ Lily B. 
Campbell too take the tragedy as a study in passion. He writes: "Yet I 
believe that if Hamlet is read against a background of contemporary 
philosophy, it will come to life as a study in passion."'^ According to 
him, Hamlet is melancholic and the cause is his own passions. "But at 
the beginning of the play Hamlet is changed from his natural humour 
through excessive grief... He is become melancholy, but his is unnatural 
melancholy induced by passion, and his melancholy is inevitably the 
sanguine adust."^^ Though Hamlet is mature enough not to commit any 
mortal sin under the sway of his passions, nevertheless, he is victimized 
by them and gives way to grief and rashness. Though he controls his 
passion through wit yet he is yet to learn self-control. 
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Moreover when interpreted in terms of theological beliefs of the 
age, his understanding about the ways of the world, nature of evil and 
purposes of divinity is immature. He has yet to learn about these 
metaphysical problems, which he has confronted at a very tender age. 
Just like loss of self-control threatens loss of social identity in 
Lear, Macbeth and Othello, similarly it does in Hamlet as well. Hamlet's 
lack of purpose and inner strength, his lack of worthy mettle is 
degrading for a king's son. And it has transformed him from a prince to 
"rogue and peasant slave". Mimetic.actions of others e.g. professional 
players, Fortinbras' adventure do stimulate him to confront Claudius 
directly but as long as he has divided comprehensiveness, his wit 
obstructs his way. 
His growth lies in his final resolution to avenge his father's 
murder. By that time he is a man of single comprehensiveness, instead 
of a divided one. He can boldly announce to Horatio: 
Does it not, think thee, stand me now upon -
He that hath kill'd my king and whor'd my mother, 
Popp'd in between th' election and my hopes. 
Thrown out his angle for my proper life 
And with such coz'nage - is't not perfect conscience 
To quit him with this arm? 
(V. ii, 63-68) 
In short he is witty enough to check his passions because he can 
distinguish between passion and reason but then, at such a tender age, he 
is not witty enough as to resolve all kinds of theological controversies 
implicit in his task. He is provoked by his passions but under its sway he 
never commits any mortal sin. 
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Commenting on his last phase of hfe, Siegel writes: "This is a 
Hamlet of deep religious feeling, quite different from the one who with 
a malevolent determination to obtain a richly meet revenge had forgone 
killing his uncle when he supposed him to be purging his soul."^' 
Undoubtedly, Hamlet in his early phase is an ideal prince, an 
epitome of Renaissance nobility, but he is not as perfect as Horatio is, 
which he himself confesses. His grief over his father's death is not 
dominated by reason rather his grief is excessive. Commenting on this 
early phase of Hamlet, Ribner writes: "The Hamlet Shakespeare shows 
us in his first act is an ordinary mortal bowed down by his human 
infirmities, by a sense of his own debasement which reflects the 
universal burden of original sin, and by a disgust with evils of the world 
which has led him to the brink of suicide." 
Instead of accepting the duty laid upon him by his father's spirit, 
he curses his destiny: 
0 cursed spite. 
That ever I was bom to set it right. 
(I. V, 196-97) 
Instead of accepting sorrows and sufferings as a part of his earthly life, 
he wants to get rid of them. This divine world is for him frill of evil. He 
displays thus a kind of pessimistic view of the world. Instead of 
avenging his father's murder, he expresses doubts and fear about the 
significance of archaic values, of revenge itself. 
As long as he does not learn self-control, he has 'intellectual 
obstacles' or in the words of Siegel, is trapped between 'Christian-
151 
humanist outlook' and 'cynical disillusionment with that outlook' he is 
more a complexed personality instead of a mature one. 
Nevertheless, his personality undergoes a major change during his 
voyage to England. He again regenerates as an idle prince instead of a 
'rogue and peasant slave'. By the grace of God he learns the nature of 
things, of evil and of his destiny. He is no more a troubled personality 
who makes resolutions only to dissolve them. He affirms his faith in the 
ways and purposes of divinity. 
There's a divinity that shapes our ends, 
Rough hew them how we will -
(V.ii, 10-11) 
He can now shed his "antic disposition", his madness that in 
Shakespeare symbolizes unreasonableness, can throw an open challenge 
to Claudius. His matured personality can be summed up in the words of 
Theodore Spenser: "Hamlet is a very different man from the distracted 
undergraduate he was at the beginning. At the beginning there was a 
horrible split between his views of the world as it should be and the 
world as it is. At the end he is reconciled; and his reconciliation has both 
matured him ... he is very different from the youthful rosy picture his 
Renaissance theoretical education had given him."^ ^ 
His vision about woman is no more a tainted one though 
according to Stephen Orgel, men in Shakespeare's time were in 
perpetual fear of feminization. In fact Hamlet's hesitation is widely 
regarded as 'feminine'. He has learnt that evil is a part and parcel of this 
world and he alone does not share it. 
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This pattern of growth to maturity converges with the pattern of 
King Lear. Despite transgressing Nature's law, Lear is capable of 
growth. If Hamlet grows to maturity without transgressing any of the 
laws: Lear acquires growth only after his fall and consequent sufferings. 
If Hamlet's way is impeded by intellectual problems: Lear's growth is 
obstracted by his pride. He needs to see better but he cannot. Lear 
acquires this growth i.e. he learns his mistakes as a king and as a father, 
in his madness. His madness and sufferings transform him into a grown 
and regenerated soul. He is self-controlled, very much like Hamlet, and 
can regard love's supremacy. 
The pattern of Hamlet diverges from the pattern of Othello and 
Macbeth. Instead of growth there is only fall. Othello as well as 
Macbeth lose whatever growth they have. Othello loses his growth 
through deception and Macbeth does it deliberately. 
Unlike Hamlet, Othello is a simple and resolute personality. He is 
not a reflective type like Hamlet and not even tries to dig out the truth. 
His confrontation with evil results in the loss of self-control. Loss of 
consciousness and his bloody passions mark one of the first stages of 
Othello's psychological journey from contented new husband to wife-
murderer. If Hamlet tries to distinguish between 'seeming' and 'being', 
Othello accepts 'seeming' as 'being'. Hence he loses whatever growth 
he has. He himself realizes the loss of his self, of his growth: 
That's he that was Othello; here I am. 
(V. ii, 285) 
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If Hamlet acquires growth to maturity and ascends the ladder of 'being': 
Othello loses his growth and by transgressing divine law descends in the 
scale. 
Similar is the case in Macbeth. Instead of ascending spiritually, 
Macbeth prefers to ascend in the hierarchy of rational souls. Ironically 
he knows what it means nevertheless he willingly keeps all his moral 
qualms aside and transgresses Nature's law. Unlike Othello, who is 
deceived to make a sinfiil moral choice: Macbeth deliberately breaks the 
ties: 
Come, sealing Night, 
Scarf up the tender eye of pitiful Day, 
And, with thy bloody and invisible hand. 
Cancel, and tear to pieces, that great bond 
Which keeps me pale! 
(Ill.ii, 46-50) 
Just like the pattern of growth is peculiar to Hamlet alone similarly the 
pattern of deliberate fall and willing loss of growth is peculiar to 
Macbeth. The fascination of worldly powers is too great in Macbeth to 
be curbed down. 
His wit, sound judgement again and again prevents him, but he 
ultimately violates the divine order of the created universe. If Hamlet 
ascends to the highest point; Macbeth deliberately falls to the lowest 
from where growth and regeneration is almost impossible. Hence, 
instead of growth and regeneration critics find only damnation, complete 
degeneration. In the words of S.L. Bethell: "Macbeth's last stand, 
however is no atonement for his sins: it is not manly but "bear -like" (V. 
vii, 2), beast like. According to The Governor, this is not fortitude but 
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desperation; it has no moral value, for those who "hedlonge will fall in 
to daungers, from whens there is no hope to escape"...So Macbeth, 
though we may pity him, presumably goes to hell." '^* 
The pattern of King Lear mainly emphasizes on the process of 
regeneration i.e. how man can regenerate his lost self despite fall. Like 
rest of the protagonists Lear too confronts evil and yields to it. This all is 
but natural since every man on this earth is inclined to evil. Lear has 
already made a sinfiil choice by deciding to shed the 'duties of 
Kingship'. According to the Elizabethan beliefs king was the deputy of 
God and he could relieve himself only after his death. He can never 
"unburthen" himself like Lear does. Hence, he is already a degenerated 
personality by the time the play opens. Commenting on the violation of 
laws in the play, Spencer writes: "Lear, like Gorboduc, violates natural 
law - and the law of nations as well - by dividing his kingdom, and his 
daughters violate natural law by their ingratitude, a vice which like the 
bestial jealousy that overcomes Othello, is called "monstrous" - it is 
outside the order of Nature." His sin is the sin of pride, he thinks 
himself all in all. 
Lear has not only confronted evil, he has yielded to it, before the 
opening. He again transgresses Nature's law by disinheriting Cordelia 
from her birthrights. He keeps on committing mistakes till Act IL His 
decision to unburthen himself, to divide his kingdom, to disinherit 
Cordelia, to curse Goneril and Regan instead of waiting patiently for 
divine justice, all these violate divine laws one way or the other. 
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Consequent chaos and sufferings are but inevitable because of Lear's 
severe violation of Order. 
The pattern in King Lear mainly focuses on Lear's sufferings and 
his regeneration out of these. If Macbeth fails to learn anything from his 
sufferings: Lear regenerates his self Since Lear has already upset the 
cosmic order, has overstepped his 'degree', what remains to see, is its 
consequences. He suffers at the hands of his own daughters i.e. Goneril 
and Regan. The man, who gave them all, is not allowed even a fatherly 
respect. The filial ingratitude leads to mental and physical turmoil. Out 
of this turmoil emerges regenerated Lear who knows others and who 
knows himself. He sins because he neither knows himself nor does he 
know others. Hence, his regeneration is possible only when he is armed 
with the knowledge of others and with his self. His regeneration lies in 
his recognition. Initially he neither recognizes his children, nor himself 
His learning, hence, starts with the true knowledge of Goneril and 
Regan. He recognizes that he is no more "dearer than eyesight" but "an 
old fool". Recognition in Lear is slow and gradual. Despite the rash 
behaviour of his daughters he fails to learn that he alone is responsible 
for unleashing the forces of evil. He thinks that he is a man "More 
sinn'd against than sinning". 
The storm-scene charts Lear's development "from an egocentric, 
imperceptive, arrogant old tyrant to someone with greater understanding 
not only of him but of others as well."^^ The tempest in Lear's mind 
corresponds with that of the tempest in the physical universe and it 
chums out in Lear the knowledge of his real self. In the words of 
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Kenneth Muir: "His madness marked the end of the willful, egotistical 
monarch. He is resurrected as a fully human being."^^ His journey 
through madness to recovered sanity is also a journey of a fallen man to 
regeneration. Cut off from his pride, he can see everything in a better 
light. The journey began with a sense of justice, ultimately ends with the 
knowledge of injustice done by him. If the hellish storm is set off by his 
sinful moral choices: this storm enlightens his inner self as well. The 
storm purges him of his pride and of follies. And if according to Ribner: 
"In the scheme of regeneration Lear must come to know himself," the 
following speech foregrounds Lear's knowledge of self: 
Pray, do not mock me: 
I am a very foolish fond old man. 
Fourscore and upward, not an hour more or less; 
And, to deal plainly, 
I fear I am not in my perfect mind. 
Methinks I should know you and know this man; 
Yet I am doubtful: for I am mainly ignorant. 
(V.vii, 59-65) 
At this moment, Lear is the most enlightened and regenerated man. He 
has recovered his rationality. 
As far as the relationship with other patterns is concerned, the 
pattern of King Lear converges with the patterns of Hamlet and Othello 
as well as that of Macbeth. 
Loss of self-control and lack of purpose and inner strength due to 
certain doubts and fears, concerned with the duty laid upon his soul by 
his father's spirit, has undoubtedly transformed Hamlet into "a rogue" 
and a "peasant slave". Instead of confronting Claudius like his foil 
character, Hamlet keeps on introspecting. No where we find a prince 
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whom critics call an epitome of 'Renaissance nobility'. Though Hamlet 
does not degenerate himself through his sinful moral choice but then he 
is also not a "soldier", "courtier" or "scholar" for whom Cordelia 
laments. Instead of a soldier, one confronts a man who is contemplating 
suicide: 
O that this too too sullied flesh would melt, 
Thaw and resolve itself into a dew. 
Or that the Everlasting had not fix'd 
His canon 'gainst self- slaughter. 
(I.ii, 129-132) 
Nevertheless, once Hamlet's personality has undergone a drastic change, 
he is again the same courtier, soldier and scholar that he was. If Lear 
recovers his lost self in this life, Hamlet acquires his regeneration in the 
words of Fortinbras, after his death. His is a sacrifice to purge his 
country of Claudius's sin. Fortinbras commends him in the following 
words: 
Let four captains 
Bear Hamlet like a soldier to the stage. 
For he was likely, had he been put on. 
To have prov'd most royal; 
(V. ii, 400-03) 
These last words have regenerated Hamlet's soldierly image. 
Similarly Othello recovers his lost reason and regenerates his self. 
If his deficiencies and weaknesses lead him to make a sinful moral 
choice, he learns the error of judgement through Emilia's revelation. He 
punishes himself for his sinful moral choice. By recognizing his error, 
he has recovered his lost self. Regeneration in Othello is confined to the 
last scene. It lies in Othello's recognition of error, his remorse and in 
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his own punishment for the evil he has done. According to BHssett, "In 
King Lear, as we have observed, recognition begins almost at once and 
is spread over the widest possible dramatic field; so perfect is at the end 
that it is not the protagonist but the spectators so far as they continue to 
cling to the life of the self, who are in ignorance of their true condition. 
In Othello recognition for the protagonist is postponed until the latest 
possible moment and everything said and done there until is ironic."^^ 
Regeneration and redemption are the two things denied by almost 
every critic to Macbeth. According to them he is beyond regeneration as 
well as redemption. Undoubtedly, how can any man regenerate himself 
when he is deliberately and willingly wading his self into sin. He can 
only degenerate his self. Nevertheless, on the basis of previous analysis 
on Macbeth in this thesis, regeneration can be granted to the protagonist. 
Undoubtedly he wades himself into more and more sinful activities, but 
the moment of redemption in Macbeth can also be termed as the 
moment of regeneration. Though Macbeth, till the very last moment, 
neither recognizes his error, nor does he confess nevertheless he 
renounces objective as well as subjective evil that was degenerating his 
self and this renunciation of evil is also the moment of regeneration. He 
says: 
Accursed be that tongue that tells me so, 
For it hath cow'd my better part of man: 
And be these juggling fiends no more believ'd, 
That palter with us in a double sense; 
(V. ix, 17-20) 
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By renouncing evil, Macbeth has recovered his manly self and is 
restored to his actual place in the chain of being. This is the very short 
moment when the pattern of King Lear converges with that of Macbeth. 
In a way, each tragedy explores human nature through its 
distinctive pattern. In each tragedy, the major character is placed in an 
entirely different situation and he reacts to it differently. Because of 
inherent evil, each protagonist is inclined to sin and some of them e.g. 
Othello, Lear and Macbeth do fall. All of them confront subjective as 
well as objective evil of the world, tempted by it and destroyed to a 
great extent, nevertheless all of them show the ability to redeem their 
selves. Moreover, Shakespeare's observation of human nature is evident 
in his tragedies of revenge and ambition. Macbeth pursues his goal so 
desperately in a selfishly mechanical way that he destroys his own 
chances for a place in the human future. Ambition takes the form of a 
desire to be reborn in some chosen ideal form, autonomous and 
powerful. But Macbeth forgets that his sin will lead him in a perpetual 
state of anxiety and self-alienation. His effort to extend the self ends up 
in self-division only. The two types of tragedy i.e. of ambition and 
revenge depict an unwillingness to be overpowered and the will to 
superior power. Tragedies of ambition depend on the protagonist's 
illusion that an exception can endure: tragedies of revenge depend on 
the protagonist's illusion that things can and must be made even. In both 
kinds of tragedy there is the loss of human greatness and protagonist's 
inevitable fall from great heights. 
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To conclude, Hamlet, Othello, Lear and Macbeth, all of them 
severely confront evil and because of their own deficiencies, either 
corrupt wit as in the case of Othello and Lear, or corrupt will, as in the 
case of Hamlet and Macbeth, destroyed by the all pervasive evil to a 
great extent, nevertheless, in spite of fall and destruction they are 
capable enough to redeem their selves. Moreover, if these patterns 
foreground various possibilities out of this confrontation between good 
and evil: they all assert belief in just and benignant divine order for if 
good is desfroyed, evil too does not survive. 
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CONCLUSION 
In the light of 'Christian-humanist' synthesis, it can be concluded 
that the plays - Hamlet, Othello, King Lear, Macbeth - do suggest a 
pattern which exhibits a saving perspective through which the four 
protagonists save themselves from the power of evil. Conclusion can 
also be drawn in favour of a benignant universe despite its by and large 
neutrality. 
Theologically redemption is the state of being saved from the 
power of evil and this can be done only when man is armed with the 
knowledge of evil. Hence, knowledge of subjective as well as objective 
evil of the world is prerequisite in order to redeem one's self The 
pattern, which exhibits this saving perspective, is that of man's 
confrontation with evil, his inevitable destruction and his ability to attain 
salvation in spite of his destruction and fall. Consequendy, all the four 
protagonists confront evil, destroyed by it, nevertheless, by the end of 
their lives, all of them are armed with the knowledge of subjective as 
well as objective evil and they consciously renounce it. Ultimately, all 
of them achieve that state when they are saved from the power of evil. 
As far as the modes of redemption are concerned, the four protagonists 
achieve this state either through someone's Christ like atonement, 
through God's grace or by contemplating the divine order of the created 
universe and by contrasting their selves with this order. This 
contemplation is implicit in their knowledge of human dual nature i.e. 
celestial and bestial self Undoubtedly, evil is inherent in the world as 
well as in man's nature, but there are ways to remain untouched and 
unaffected. 
In the face of modem 'atheistic existentialism', which denies any 
such possibility, this seems to be an exaggerated view. Such studies 
conclude in favour of a meaningless world where life begins and ends in 
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nothing. Such critics neither find any positive pattern of Christian 
meaning nor do find any 'cosmic justice'. This kind of conclusion is but 
obvious because the apparent world of major tragedies is dark, grim and 
full of sufferings. Moreover, this world leaves so many questions 
unanswered e.g., why absolute good, like Hamlet and Desdemona, is 
suffering for no fault of its own? Why evil is largely victorious? Why 
divine power, if there is any, does not assert itself timely? So many 
problems, raised by this kind of criticism, suspend any possibility for 
redemption. 
Nevertheless, when interpreted in terms of the theological and 
philosophical background of the Elizabethan age, the meaningless world 
of major tragedies contains lots of meaning. It is not an amoral or 
immoral world rather a world of singular moral vision, which was 
retained by the age despite so many changes and challenges. 
Undoubtedly, the apparent world of major tragedies leaves so many 
whys and wherefore, but this also answers to many when interpreted in 
terms of Christian humanist synthesis. Truly, the world is fiill of chaos, 
disorder and catastrophes but behind every suffering there is human 
wickedness and behind the small or wide ranging chaos, there is a 
violation of order. 
The world of major tragedies grants, very much in accordance 
with the contemporary beliefs, the goodness of creation, divine order in 
the universe and man's responsibility to maintain that order. Though the 
major tragedies focus mainly on chaos and disorder because in each of 
them man has fallen short of his responsibilities. The world of these 
plays places man at the centre of the cosmos and views him in profound 
relationship with the universe in which he is to operate. That is why 
anything he does or is done to him, affects the cosmos. This notion also 
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answers the logic behind cosmic chaos. The chaos and catastrophes are 
mainly the products of man's sinfiil moral choices and do not suggest 
divine hostility or malignant nature. In the universe of the tragedies, 
laws are given and their consequences are fixed. 
Hamlet, Othello, Lear and Macbeth confront external or internal 
evil, very much in accordance with the underlying pattern, of which they 
are mainly ignorant in the early phases of their life. They are destroyed 
to a great extent by the destructive powers of evil and out of their 
sufferings and struggle; they ultimately acquire the knowledge of evil 
and hence consciously renounce it. None of the four protagonists is 
beyond redemption for each of them attains that state where he is saved 
from the power of evil. 
In Hamlet, the goodness of creation has already been disturbed by 
the 'crime past'. The protagonist is placed amidst all sorts of moral, 
social and political disorder. Hamlet confi-onts mainly the external evil 
of the world incarnated in Claudius. Amidst all sorts of chaos, his 
father's spirit asks Hamlet to avenge his murder, which Hamlet 
conspicuously fails to do. He is provoked by his passions to avenge his 
father though, being a man of sound wit he repeatedly refuses to yield. 
He does lose his self-control under the sway of his passions but he never 
commits any sin and never disturbs the harmonious pattern of divine 
universe. He can save himself from his bestial passion because his 
knowledge of evil within, of human dual nature and his place in the 
universe is much better than rest of the three protagonists. Nevertheless, 
he fails to cope up with the external evil of the world. This magnificent 
world is no more than an "unwedded garden". In order to get rid of "this 
too too sullied flesh", he contemplates suicide, questions his destiny as 
well as the ways and purposes of divinity. Instead of enduring all the 
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pains and sufferings like a Stoic, instead of yielding to divine faith and 
performing his Christian duties he keeps on questioning. Instead of 
eliminating the "canker of nature", he let it grow. Because of his 
ignorance, a noble prince is reduced to a melancholic figure. Though his 
personality is not a flawed one, yet it is also not flawless. His knowledge 
of ancient evil as well as the ways and purposes of divinity is not up to 
the mark. Instead of saving himself from Claudius, he let Claudius 
further in his evil deeds. 
Nevertheless, young Hamlet grows to maturity on his voyage to 
England. He undergoes transformation through God's grace. He 
ultimately learns his destiny and accepts the ways of divine working. By 
this time, he is aware of external as well as internal evil, and hence 
"readiness is all". Through God's grace, all the barriers of mind are 
removed and he is ready to eradicate the "canker of nature". Though 
Claudius shatters his political as well as domestic world, Hamlet 
ultimately destroys him. By not performing his duties, he was adding 
more weeds to the "unweeded garden". Nevertheless, he, in his death, 
saves himself as well as his country from the power of evil. Hence, 
Hamlet is redeemed through God's grace. 
Othello is aware of the 'ancient evil' as well as what is liable to 
disturb the harmonious pattern of the universe. Unfortunately, he is not 
aware of its deceptive nature nor is he aware of evil within. Hence, he 
can successfully maintain the civil as well as political order. He quietly 
faces Brabantio, curbs the Turkish invasion and prevents the brawl 
engineered by lago. Nevertheless, he is inclined to fall in the face of 
deceptive evil. He is not witty enough to unveil its true nature. His 
ignorance of external evil disguised as good seals the tragic doom of 
valiant Othello. He can successfriUy eliminate evil if it is in explicit 
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form but he is largely defeated by deceptive evil as well as by evil 
within. 
Othello encounters deceptive evil incarnated in lago. He is 
deceived by lago as well as by his own passions to believe in 
Desdemona's infidelity. He makes sinful moral choice because the 
deception is so strong that his imperfect judgement fails to cure it. Led 
by evil, he untunes the harmony of his domestic world. He fails to use 
the given reason, fails to understand the deceptive nature of external evil 
as well as evil within. 
He willingly, though ignorant of his crime, diverges from divine 
'Reason'. Nevertheless he too saves himself from the power of external 
evil and destroys evil within. However, he has made his household 
condition chaotic but he is not beyond redemption. Othello saves 
himself from the power of evil in two ways. Desdemona's Christ like 
atonement redeems him for his sins and he acquires redemption by 
contemplating his degenerated place in the divine order of the created 
universe. He learns his true self as well as the self of lago. He knows 
that lago is through and through evil, Desdemona can only be an angel 
and that he is a fool who has thrown his pearl away. This knowledge is 
in itself redemptive because he is no more evil's accomplice rather one 
who renounces it. 
The harmonious world of King Lear is disturbed by its King's 
irrational and impetuous desire. Blinded by passions, he fails to see that 
his decision to shed his duties as a king, to divide his kingdom is but a 
violation of divine right. This he is not supposed to do until death 
relieves him fi-om his duties. He further violates the order by 
disinheriting Cordelia from her birthright. He fails to see that "fair is 
168 
foul and foul is fair." He fails to see the evil within incarnated in his 
pride. Consequently, by making so many sinful moral choices, he 
unleashed external forces of evil. He fails to see that he is an "O" 
without any figure and that he has lost his spiritual self. In short, he is 
not witty enough to see the consequences of his decision. 
Nevertheless, Lear too regenerates himself. The external forces of 
evil, incarnated in Goneril and Regan, forces him on the verge of 
madness and his prick of conscience, accelerated by Fool's comments, 
makes him see what he has done. He has already learnt the deceptive 
nature of Goneril and Regan. Gradually, out of his sufferings and 
struggle in the storm, he learns his mistakes and Cordelia's honest love. 
The naked Lear first time sees the truth of his self. He learns his follies 
and his foolishness. 
Lear too acquires redemption in two ways. First, he learns his 
foolishness. He is no more a man of pride and power that led him to 
make sinful moral choices. He sheds his pride i.e. the evil within; he can 
see things in a better light. He is aware of his true self, which implies 
that he has contemplated the divine order of the created universe. Hence, 
he has saved his soul by renouncing his pride. He acquires redemption, 
very much like Othello, through Cordelia's Christ like atonement for his 
sins. Lear, towards the end of his life, is through and through redeemed. 
The world of Macbeth is most violent of all the major tragedies. 
Like rest of the three protagonists, Macbeth confronts evil incamated in 
his own ambition, Lady Macbeth and the preternatural powers. 
Duncan's "valiant cousin" and "worthy gentleman" i.e. the protagonist 
is very much aware of the external evil and of his evil ambition. He 
knows that he is inclined to violate the normative pattern of Nature. 
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However, he is not aware of internal evil. If his reason impedes his way, 
reminds him of the repercussions of his act: the evil within incamated in 
ambition provokes him to fulfill his "vaulting ambition". Hence, in spite 
of his knowledge of external evil, incamated in pretematural powers and 
Lady Macbeth he fails to control his ambition. He is defective in will, 
though quite sound in wit. He is deeply aware of his sinful moral choice, 
yet, from the very beginning until the end, he keeps on wading himself 
into sin. 
Ironically, instead of renouncing evil, he consciously renounces 
"the Great bond". The passion is too strong to be stopped by will. 
Therefore he willingly diverges from divine reason. He is aware of 
them, yet deliberately and knowingly indulges in sinful activities. If 
knowledge of evil can redeem man, he deliberately overlaps that 
knowledge. He yields to the temptation despite his awareness of his 
deed. Consequently, he not only destroys his spiritual self, he destroys 
all that comes in his way. However, the dissolved order bounces back as 
strongly as it goes down. He suffers and struggles but he never repents 
nor does he confess. 
Nevertheless, Macbeth too is not beyond redemption. He may be 
sent to purgatory for his sins, for his willing allegiance to the witches 
but he is saved from the powers of evil. Undoubtedly, until the very last 
moment he indulges in sinful activities. 
Macbeth, for the first time, renounces evil when he says, "And be 
these juggling fiends no more believ'd". Hence he saves his self fi^om 
the powers of extemal evil by renouncing the pretematural powers. 
Simultaneously, he is also aware of his degenerated self and his place in 
the divine order of the created universe. He is thus saved from the 
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powers of evil. He is aware of his true self, of evil within and he 
consciously renounces the preternatural powers. As far as the mode of 
redemption is concerned he acquires it by contemplating the divine 
order of the created universe, which he was so far destroying. Implicit in 
this contemplation is the knowledge of true self and this knowledge is 
redemptive because it inspires man to ascend the spiritual ladder. 
In all, it can be concluded that in spite of heavy odds this is an 
optimistic view in which things are bound to get better over time. All the 
four protagonists confront subjective and objective evil; they are 
destroyed largely because they fail to understand the true nature of evil 
due to their corrupt wit or will. Nevertheless, their sufferings and 
struggles are their touchstone. Tested by these, they ultimately learn the 
nature of evil and renounce it. Ultimately, all of them regain faith in the 
order of things, which they were questioning and disturbing so far. All 
of them acquire redemption either through someone's Christ like 
atonement, through God's grace or by contemplating their place in the 
divine order of the created universe. This provision of redemption, 
simultaneously, asserts benignant universe though it is not apparent to 
human cognition. As far as the mystery of this universe is concemed, 
this is all that we can analyze and the "rest is silence". If man can 
redeem himself despite his constant indulgence in sinfiil activities, it 
only asserts kind universe. 
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